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ABSTRACT

In this thesis I set out to examine the important role played by William Burges in the
revival of stained glass in the mid-nineteenth century. I have examined how his
unique vision and obsession with the thirteenth century developed through his
extensive travelling abroad, studying European architecture. My central discussion is
on Burges’ first major commission at the age of thirty-five; St. Finbarre’s Cathedral,
Cork. Through the use of local newspapers, correspondence and documentation, such
as Vestry Minute Books, designs and cartoons stored in the Chapter House of St.
Finbarre’s, I have tried to put the building of St. Finbarre’s in 1865 into context
within a social, economic and political framework. I also trace the importance of the
role played by the freemasons in the city of Cork and the strength of the Church of
Ireland community in Cork when faced with Disestablishment in 1870.

In the Cathedral itself, I examine the theories realised by Burges through his
architectural use of sculpture, interior fittings and decoration with particular focus on
his stained glass. I show Burges’ unique and innovative use of all aspects of the
medium, from iconographic content to technical application. I then discuss Burges’
other ecclesiastical work in County Cork beginning with Holy Trinity in
Templebreedy, Crosshaven, then St. Peter’s, Carrigrohane, Cork. While researching
this architectural work, I felt it necessary to travel to Yorkshire to study Burges’ two
other churches, St. Mary’s, Studley Royal and Christ the Consoler, Skelton, both built
in 1871, in order to put his work in Cork into context. The discovery in 1992 of
stained glass windows by Burges in two small churches in Cork, documented by Dr.
David Lawrence in his unpublished survey of stained glass in Cork of 1992, led me to
examine and document Burges’ other ecclesiastical work in Cork. Therefore my
thesis describes new work by William Burges put into context with his other stained
glass in Britain. In the light of this and his unique achievement in St. Finbarre’s,
I consider that Burges’ work ought to be re-evaluated and placed at the forefront of
the Gothic Revival movement.
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INTRODUCTION

Introduction

In 1992, the Church of Ireland Diocesan Office in Cork commissioned a
report on the condition of the stained glass in certain churches in the Diocese of
Cork, Cloyne and Rossd This extensive report, carried out by Dr. David
Lawrence^ from Canterbury, England, showed that most of the Church of
Ireland churches built or rebuilt during the 19th century contain stained glass
commissioned from English studios. These studios were involved in the huge
revival of stained glass which occurred in the 1850's and reached its peak in the
1 86()'s. Such well known firms as Lavers and Barraud, Heaton, Butler and
Bayne and Clayton and Bell all have stained glass windows in Church of
Ireland churches in Cork.
In the nineteenth century, members of the Church of Ireland consisted of
mainly the wealthiest members of the community. These included the
aristocracy, landed gentry and wealthy merchants, who could therefore afford
to pay for good quality stained glass imported from England. The lack of
necessary research makes the situation unclear as regards how much stained
glass was being made in Ireland at that time. According to Dr. Michael Wynne
there were in existence over fifty small studios operating in Ireland, but;
"the ubiquitous eclecticism clearly discernible from 1830
onwards, the absence of pronounced styles, developments and
patterns of treatment... make it very difficult to give reasonable
attribution without substantial documentation."^
' riie report can be consulted in the Cork Diocesan Offices, Cove Street, Cork.
■ Dr. Da\ id Lawrence works in the restoration conservation of ecclesiastical stained glass. He has
also undertaken research on the work of Saunders and Co., the stained glass firm used exclusively by
W'illiam Burges.
' Michael Wynne, Stained Glass in Ireland: principally Irish stained ulass 1760 -1963. unpublished,
PhD thesis. University of Dublin, (1975) p.l50.

While carrying out his survey of stained glass in the Diocese of Cork, Dr.
Lawrence discovered two, hitherto undocumented sets of windows by William
Burges (1827-1881), the Gothic Revival architect. While most people in Cork
arc familiar with Burges' architectural masterpiece of St. Finbarre's Cathedral,
these newly discovered windows along with Burges' other ecclesiastical work
in Cork are virtually unknown. This body of work is worthy of further
investigation if only to determine, first the authenticity of these newly
discovered windows and, secondly, the extent to which this work is significant
within the context of Burges' work in England.
My research focuses on the ecclesiastical work of Burges in Cork, beginning
with St. Finbarre's Cathedral (1865-1904). Only two books were written during
the rebuilding of St. Finbarre's Cathedral. Both by Dr. Richard Caulfield,
secretary to the Building Committee, the first is entitled the Annals of St.
Finbarre's C'athedral (Cork 1871) and deals mainly with the history of St.
Finbarre's C'athedral beginning with the founding of the original church in 600
A.D. fhe second book focuses on the rebuilding of the cathedral by William
Burges and is entitled Handbook of the Cathedral Church of St. Finbarre (Cork
1881). Burges encouraged Caulfield to write on the cathedral's progress:
"What a thing it is to have the pen of a ready writer. What a
book you will be able to make when the cathedral is complete. I
hope you are making notes for it. Cork Cathedral ought to have a
guidebook better than any church." ^
Sixteen years later saw the publication of St. Finbarre's Cathedral historical and
descriptive (Cork 1897). However, nothing was then published on St.
Finbarre's Cathedral until the 1960's when Charles Handley-Read (1916-1971)

Richard C'aulfield, Letter Book, 19th August, (1878), C'hapter House, St. Finbarre's Cathedral, Cork.

a passionate Victorianist, became obsessed with the works of William Burges
and began collecting many of Burges' items of furniture as well as letters,
sketchbooks, documents etc., Handley-Read was responsible for rekindling an
interest in Burges. He had intended writing a biography on Burges but handed
the task over to J. Mordaunt Crook, a friend, before committing suicide in
1971. Thus, to date, we have very little published material on Burges, and on
St. Finbarre's Cathedral. I then discuss his small churches, at Templebreedy in
Crosshaven (1 866-1868), and at St. Peter's, Carrigrohane (1865) and the
previously unknown stained glass windows in Frankfield (c. 1867) and in St.
Fuke's, Douglas (c. 1876).
In the first chapter 1 will trace the development of Burges' singular vision,
his unique style, and his obsession with the Middle Ages (he was known to
dress up in a specially designed medieval costume),^ which stayed with him
until his untimely death at the age of fifty-four. I will consider from where he
absorbed his influences, the interests which fascinated him through his career,
his incessant need to travel and record and how these elements came to fruition
in his work. Burges' career was short but extremely diverse. By the time of his
brst major commission (St. Finbarre's) at the age of thirty-five, his style was
well established, so he merely had to apply his fully formed design language
and this he applied and reapplied using the same vocabulary with subtlety and
gusto.
My second chapter deals specifically with St. Finbarre's Cathedral. Here, I
paint a picture of what life was like in Cork during the 1860's and 1870's,
socially, politically and economically. These decades saw immense poverty
w ith the aftermath of the Famine, public unrest and the disestablishment of the

.1. Mordaunt Crook, William Buries and the Hiuh Victorian Dream (London 1981), p.92.

Church of Ireland. All these events are discussed within the eontext of the
rebuilding of St. Finbarre's Cathedral, using loeal newspapers, loeal history
books and eorrespondenee and the diaries of William Burges as sources. In
order to understand and appreeiate the 'strange genius'^^ of Burges, it is
necessary and important to study his whole architectural concept. To discuss
the stained glass of St. Finbarre's Cathedral separately without referenee to the
rest of the building would be to totally misunderstand and disregard Burges'
ideals. Burges saw the completed whole in his mind before a stone had ever
been laid. Beeause of my partieular focus on stained glass 1 have devoted an
additional seetion on the stained glass of St. Finbarre's, including the unique
iconographical schemes used by Burges.
fhe final chapter deals with Burges' other work in C'ork - at Crosshaven,
C'arrigrohane, Frankfield and Douglas. His chureh in Templebreedy,
Crosshaven 1 have eompared with Burges' other two ehurches of similar seale,
St. Mary's, Studley Royal and Christ the Consoler, Skelton, both built in 1871,
three years after Templebreedy was eompleted. Burges' extensions to the
ehurch at Carrigrohane are worthy of mention but of partieular note is the
stained glass window attributed to Henry Holiday (1839-1927) whieh as I will
show, has little of Burges' input. The stained glass windows in the other two
ehurches are of the utmost importanee: until now, these windows haven't been
given any critical attention due to the fact that they were unknown. I will show
why they deserve to be eonsidered among the finest stained glass being made at
that time. The three lights in Frankfield show Burges' delieate drawing, his use
of luscious bright colour, and medievally derived ieonography; while the three
windows in St. Luke's, Douglas show Burges' eonfident, established style.

Vlordaunt (’rook. op. cit p.3

These particular windows have been discounted by Lawrence since the
publication of his report,^ but I hope to prove through comparison with other
similar themes and techniques used by Burges in his glass elsewhere that these
are undoubtedly designed by William Burges.

C'orrespondence with Ii)r. Lawrence. 6th Dec., (1997).

CHAPTER ONE

An historical analysis of William Burges and his standing
within the Pre-Raphaelite and Gothic Revival movements

William Burges was born in London in 1827. He was the eldest son of
engineer Alfred Burges who, with his partner James Walker, eompleted many
military and civil projects for the British Government; these included harbours,
docklands, canals, embankments and bridges. Burges grew up surrounded by
plans and drawings as most of his family were involved in building.^ It was
while his father was working on the Westminster Embankment that Burges first
encountered the work of a man who was to have a profound influence on his
outlook: Augustus Welby Pugin - (1812-1852). When Burges was just fourteen
his father gave him a present of Contrasts - or A Parallel Between the Noble
edifices of the Fourteenth and Fifteenth Centuries, and Similar Buildings of the
Present Day Showimz the Present Decay of 1 astc , (London 1836) Pugin's
treatise on Gothic architecture, along with his other book. True Principles of
Pointed or Christian Arehiteeture, (London 1841) determined the course of the
Gothic Revival movement.
lAigin's theories were politically controversial in their day yet expressed the
mind set of the majority of artists, architects and archaeologists of that
generation and the next. Their dream was "the dream of a generation which
thought it could redeem the evils of industrialism by re-living the art of the
Middle-Ages."^^ Many cherished the hope that the inevitable hurtling towards a
fully-industrialised society could be slowed down or even perhaps halted
totally. Others felt that the Industrial Revolution had alienated man from nature
and smothered his soul. There was a general tendency to idealise the Middle
Ages after the end of the Napoleonic Wars in 1815, and with the onslaught of
the Industrial Revolution. The Middle Ages were regarded as the time when the

^ .1. Vlordauiit C'rook. William Burues and the Hiuh Victorian Dream
(London. 1981) p.39.
'' Vlordaunl C’rook, op.cit. p.l6.

civilisations of Western Europe rivalled those of Ancient Greece, when Latin
was supplanted by Modern languages and when builders first created the
Gothic style.
During the 19th century, Gothie Revival theory had its origins rooted in
politics rather than art, being elosely linked to national identity,
industrialisation and religious eontroversy. As stated earlier, Pugin's Contrasts
was regarded as a potentially "explosive political document."

Twelve years

later saw the emergenee of the Pre-Raphaelites in the 186()'s. The same decade
saw the founding of The Eeelesiolouist (1842-68), a staunehly religious
periodical launched by the Cambridge Camden Society, whieh sought to guide
arehitects and the like in the "proper" principles of every aspect of church
building including church ornamentation and stained glass.
dims Gothic Revival beeame the standard style for a wide range of building
types between 1840-1870, supported by members of the national parliament
and influential institutions, particularly the Roman Catholic and Anglican
C'hurchcs. Pugin's conversion to Catholicism in 1835, a turning point in his life,
enabled him to combine his deeply held religious beliefs with his stylistic
principles. Pugin's first great rule of design was that "there should be no
features about a building which are not neeessary for eonvenienee, eonstruction
or propriety" ^ ^ and "the smallest detail should have a meaning or serve a
purpose."

These details included decoration and symbolism which had to be

strictly appropriate. It was Pugin who through his desire for arehaeologieal
accuracy in architecture, facilitated the revival of the principles of medieval
stained glass. He recognised very early on the qualities of medieval stained

ibid.
" .lules Lubbock, 'Lhe d \ ranny of Taste, (Yale, 1995) p.24
" ibid.

glass which led him to reject the pietorial style eommon in the early nineteenth
century, a style he eonsidered "theatrical and pagan."

For Pugin, Gothic

architecture equalled Christianity whieh included, naturally, stained glass. Thus
Pugin was aiming to revive the medieval, "that is for him the 'true' prineiples of
glass painting."
As a result of the Church Building Act of 1818 in England over 600 new
ehurches were built,

mostly in the newly fashionable Gothie Revival style.

Mueh of the stained glass produced to fill the windows of these churches was
attempting to replieate the medieval. Unfortunately, due to laek of
understanding of the fundamental qualities of medieval stained glass, some
very poor windows were created. However there was a definite break away
from the ghastly pictorial representations of the 17th and 18th eenturies that
had led to its decline. Renewed understanding of medieval techniques was
learnt through the installation of imported panels from continental Europe.
Through restoration and eopying, glaziers became aware of the relationship
between coloured glass and the design function of the leads. The glass of the
184()'s faithfully reprodueed the medallions and grisaille of the thirteenth
century but it still laeked the texture and intensity of the original glass.
In 1 847 Charles Winston (1814-64), a barrister by profession, who was
passionate about medieval stained glass wrote a book^^’ containing many
meticulously produced drawings of medieval stained glass windows. It was his
interest in stained glass that led him to analyse chemically the properties of
medieval stained glass to see if it eould be reproduced to the same high quality.
" Martin Harrison, Victorian Stained Glass (London 1980) p.17.
ibid.
C'arola Hicks, 'Stained Glass (1800-1880)' The Dictionary of Art,' Vol.26 p.506.
('harles Winston, 'An inqtiiry into the Difference of Style Observable in Ancient Glass Paintings,
Especially in Enuland with Hints on Glass Paintinu, by an Amateur (Charles Winston) 2 vols.
(.1. 11. Parker Oxford, 1847).

Up to now the quality of nineteenth century glass was thin and watery, "little
better than sheet-glass."^^ With the help of Whitefriars Glass Works of
London Winston sought to rediscover the methods of medieval glass making.
His successful experiments culled a new beginning for the art and craft of
stained glass from the debris of generations of destruction and neglect.
Likewise, on the continent, similar interest was rekindled mainly due to the
efforts of Frenchman Eugene Viollet-le-Duc (1814-1879). Violet-le-Duc was
an interesting combination of historian, architect, restorationist, writer and
glass enthusiast. He had the required curiosity in medieval decorative arts
combined with a position of influence as Inspector General of the French
C'ommission des Monuments Hcroiques, which enabled him to investigate and
study authentic medieval windows, their iconographical content, their
composition and theii' richly coloured glass. Violet-le-Duc saw the architect as
a conductor co-ordinating the work of other artists in the way that medieval
masons directed sculptors, painters and stained glass artists, thus ensuring the
unity of the whole building. He argued for a total art work.
The various experiments carried out by these men and others paved the way
for the resurgence of a definitive medieval style, influenced particularly by
thirteenth-century art. However, the benefits of Winston's experiments in
Britain weren't really apparent until the latter half of the 1850's and the early
186()'s, when a number of the Pre-Raphaelite artists became involved in the
creation of stained glass windows. Another important point to be made,
according to Martin Harrison
"is that most of the aesthetically satisfying windows produced before
about 1855, achieved their success without the aid of the new glass.

I lanison, op. cit. p.23.

Pugin-Hardman windows, for instance, were made with Lloyd and
Summerfields flint glass, and the difference in quality between them
and an early Winston glass window would only be distinguished on
close inspection by an expert."
It was the Great Exhibition of 1851, held at Crystal Palaee in London's Hyde
Park, that acted as a catalyst for both Pugin and Burges. For Pugin it was to be
his swansong. Together with his colleagues he produced many striking
examples of his own designs which were exhibited collectively as "the
Medieval Court." These examples proved to be an excellent demonstration of
Pugin's understanding of medieval design. Of his stained glass, made by
Hardman, The Eeelesiologist said it was "a class apart."

A year later he was

dead at the young age of forty.
f'oi' Burges the Great Exhibition was jusl the beginning. After a year at
King's College University he w^as apprenticed to Edward Blore in 1843, when
he wxis just sixteen. Blore was Special Architect to the Queen and Surveyor of
Westminster Abbey. Together they worked on the restoration of the Abbey,
where they uncovered a thirteenth eentury retable. When Blore retired from
praetiee in 1849, Burges began employment with Matthew Wyatt, an authority
on geometrical mosaic who later w^ent on to become an expert in the
application of fine art to industry. It was Wyatt who was given the
responsibility for the Great Exhibition of 1851. Burges assisted Wyatt in
assessing the competition entries for the design of the exhibition building and
later on in the production of The Industrial Arts of the Nineteenth Century,
whieh served as a record of the Great Exhibition, and to whieh Burges

ibid.
The bcclesiolouist. (1851), p. 182-p. 184.

contributed no less than fourteen artieles ranging from furniture to stained
glass.2b
Burges visited the Exhibition with his father and saw there the splendid
medieval creations of Pugin, which included ceramics and encaustic tiles by
Minton, wallpapers, textiles and furniture by Grace and stained glass by
Hardman. All involved won medals and several commissions resulted from
it.21 However it was agreed generally that much of the stained glass on display
was of inferior quality, when compared to their European countei'parts with the
exception of the Pugin-Hardman panels. Pugin was to have a lasting effect on
Burges, who served on the Pugin Memorial Committee and in 1867 presented
copies of Pugin's book Gothic Furniture to the R. 1. B. A. Library.22
In the early 185()'s Burges was better known as an archaeologist than as an
architect. At this stage of his career he was mixing with the front-runners of the
(iothic l^evival and Pre-Raphaelite movements. He had been to school with the
Rossetti brothers and socialised with Millais, Burne-Jones and Morris. Burges
accepted the Pre-Raphaelites' principles, implicitly recognising that the PreRaphaelite reaction against materialism was similar to the Gothic Revival's
rejection of the picturesque and that both principles stemmed from the same
concern: the pursuit of truth. According to one of Burges' contemporaries, the
architect G. E. Street:
"the Pre-Raphaelite movement is identical with our own. What the PreRaphaelites are doing for painting must be done for architecture, if at
all- by the thirteenth century men... We are medievalists in the sense of
wishing to do our work in the same simple but strong spirit whieh

[)a\icl Front, 'William Burges', The Dictionary of Art, vol. 5. p.l93.
Alexandra Wedgwood, 'A. W. Pngin’, The Dictionary of Art, vol.25. p.234.
Mordannt Crook, op. cit. p.41.
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made man of the thirteenth eentury so noble a ereature, in the same
way exaetly...as the Pre-Raphaelites have taken their name, not
beeause they wish for an instant to copy what other men have
done...but because they as we, see in the name a pledge of resistance to
false and modern systems of thought and practice in art."^^
Each movement served as a natural accompaniment of the other - both shared
as their basis the Puginian quest for Truth. The Building News summed it up in
1874:"The dominant motive in the Gothic Revival was constructive. It
sought eagerly for the rudimentary impulses in building, and devoted
its energies to carrying into view the structural facts which are actually
important. The Pre-Raphaelite movement in painting showed an equal
worship of Naturalism. Everything was to be true and natural, and
nothing was to be composed.
While working for Wyatt, Burges formed an informal partnership with
Henry C'lutton, an architect who had been employed in Blore's office since
1 834. Here Burges was primarily responsible for research and typography. In
1 85 1 he travelled with Glutton to Paris to make sketches for a book entitled
'The Domestic Architecture of France' which was published two years later in
London. He joined Glutton on many of his building projects, for example,
designing churches at Dunstall, Staffordshire and Hatherop, Gloucestershire
and secular works at Ruthin Gastle Derbyshire, and Breamore blouse, Hants, all
carried out between 1851 and 1856. They also carried out restoration work on
the C'haptcr House at Salisbury Gathedral (1854-1856). But their most
successful collaboration was over the competition for Lille Gathedral in 1855
"l~he Hcclesiolouist. (1858) p.234..
tkiildinu News. xx\ i (1874) p.79.
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(fig.la,lb). After visiting Lille in that year, they produeed lavish designs with
elaborate deeorations. They sueeeeded in winning the eompetition but the
design was never exeeuted. The eontroversy that resulted from this decision
catapulted Burges into the public eye. He was now placed into the architectural
centre-stage, his reputation gaining momentum. Unfortunately Burges had a
falling out with Clutton in 1856 and the partnership was dissolved.
For much of the decade of the 185()'s, Burges travelled extensively
throughout continental Europe. He believed it to be "absolutely necessary to
see how various art problems have been resolved in different ages by different
men."-'"^ From 1845 to 1849 he travelled throughout England recording what
he saw in his sketchbooks. In 1849 he made his first trip abroad. Burges was
financially independent, due to the success of his father's business, which
enabled him to travel continually over a long period of time. "I should
recommend staying long in one place, and mastering thoroughly one or two
things: anybody with money can rush from town to town."2b Naturally his first
trip was to France - Normandy and Paris. The following year he went to
Belgium and Clermany. In 1851, as previously discussed he was in Paris with
C'lutton. However in 1853, he embarked on a major tour, what Burges called
his "long journey."27 He set off on 13th April 1853, making his way first to
Paris, stopping at Malincs Ecuis, Les Andelys and Mantes, on the way to study
the architecture. During his stay in Paris he visited the cathedrals of Beauvais,
Amiens, Noyon and Chalons-sur-Marne.28 This was to be a turning point in his
life, when he discovered Early French architecture. It was Beauvais that made

Vlordaunt Crook, op.cit p.44.
riie Builder, (1875) p. 1146.
■ William Biirues, Extract from Diaries (1853).
(Victoria and Albert Museum, National Art Library C'ollection).
ibid.
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the biggest impression on him and it was to this cathedral that he returned no
less than eleven times over the next twenty years. Together with his travelling
companion, Frederick Warren, he measured and drew the huge apse of this
gigantic cathedral. Burges wrote of it later, "Nowhere is there to be found more
boldness of construction, or purity and loveliness of detail than here."^^
In the Autumn of 1853, Burges took a ship from the South of France to Italy.
Flc spent the winter in Rome though it was "an ordeal rather than a
pleasure.In the spring of 1854 he set out for Naples and Sicily, being
deeply impressed by the mosaics of Monrcalc and the vaults of Palermo. He
returned to Southern Italy where he was more concerned with studying the
decorative work of medieval secular buildings than the High Renaissance and
Baroque architecture of F^ome. Fie returned to France and visited Sens and
Notre-Hame in Dijon before going back to (dirdons-sur-Marne and returning to
London in November 1854. It was the Early Ihench architecture that most
impressed Burges and influenced heavily the rejected design for Lille
C'athedral. f or the next two years, Burges immersed himself in Early French
architecture, studying it with Glutton in Paris, Beauvais, Senlis, Chartres and
Rouen. Early French represented for Burges a basis for the architecture of his
own age and a springboard for the architecture of the future. However, while
firmly anchored in Early French, his aesthetic sympathies were much broader
than most of his contemporaries. It was this broad eclectic vision that led him
to travel further afield than most of his colleagues. In 1857 Burges travelled to
Constantinople and it was this trip that proved crucial in the formation of his
own personal style. There he saw mosques, houses coloured in red and gold,

■’ Buildiiyu News. \’, (1859). p.65().
.\1ordaunt C'rook, op.cit. p.45.
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public fountains that spewed water from "coloured stone and gilded marble."^ ^
He was bombarded by eolour, from the glittering mosaies to the shimmering
marble. From there he went to Athens, an unusual stop-off for a Gothie
architect. 1 hough never able to embraee Neo-Classicism, he admired greatly
Greek eoins, jewellery and seulpture.^^ Burges eontinued to travel throughout
his life, constantly absorbing the indigenous art and architeeture that was
available to him. He was also profoundly influeneed by Islamie and Oriental
art, beeoming familiar with them through extensive reading and various
artefacts being imported into the eountry. The aeeumulation of this visual
knowledge expanded and fulfilled his own personal style and vision. Burges
had the ability to assimilate a variety of sources in producing a work of art of
unique composition.
After his split with Glutton, Burges set up his own London practice at 15,
Buckingham Street, in The Strand in 1856. In the same year he entered the
international eompetition for the Crimea Memorial Church in Constantinople
(figs.2). Again as with Lille he won the competition. His design incorporated
all the requirements, whieh were:
"that the design must be a modif eation to suit the elimate, of the
recognised eeelesiastieal architeeture of Western Europe,..no
representations of the human form or the forms of animal life are to be
introdueed, either externally or internally. Costs not to exeeed

Burges managed to base his design on Western origins but, through its
structure and use of indigenous materials, was able to take into aeeount its

" Mordaunt. Crook, op.cit. p.47.
'■ Mordaunt Crook, op.cit. p.49.
" Ikiildinu News, iii (1 857) p.304-5.
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Eastern environment. However, even though he laid its foundation stone, a
series of difficult wranglings with the committee ensued over the next five
years and once again his design was never executed.
In 1859 Burges was commissioned by the Ecelesiologist Society to prepare
designs for Brisbane Cathedral in northern Australia (fig.3). Again Burges
produced designs that were rooted in Early French but incorporated elements to
satisfy the semi-tropical conditions. Once more, it was never executed. In the
same year Burges received his first major commission from Robert John, 2nd
ford C'arrington at Gayhurst, Buckinghamshire. Burges worked on this
commission until 1860, making additions and decorating interior rooms. It was
while working on this project that he first employed Thomas Nicholls as
sculptor, t his partnership was to last for twenty years. By now Burges'
reputation was well established though he was yet to build a great cathedral. He
would have to wait another three years before his dream cathedral could be
realised.
Burges shared with his contemporaries such as, George G. Scott, G. E. Street
and William Butterfield, a commitment to improving the overall standard of
church decoration which naturally included stained-glass. It was this concern
for interior and exterior colour and design that "was the single most significant
factor for the development of stained glass during the High Victorian
period."^"^

This period saw the revival of the importance of the roles played by wealthy
patrons, clergymen and ecclesiologists of all kinds in church decoration. With
such journals as The Ecelesiologist and its French counterpart the Annales

I larnson, op.cit. p.26.

Archeologiques,^^ coupled with The Ecclesiological Society, standards of style
and taste were clearly defined.
The dogmatic influence of religion on society in the 19th century meant that
the majority of educated people were immersed in the teachings of the Bible
from a very early age. Like the medieval mind of the thirteenth century,
architects and stained-glass artists of the Victorian period learned the correct
iconographical portrayal of the Bible. The iconographical portrayal of the Bible
had been laid down as early as the twelfth century^^^ in France, and is known as
typology - a means of interpreting biblical history as a series of links between
events in the Old and New Testaments. They had to be familiar with a
multitude of precise details, for example a halo impressed with a cross is the
sign of divinity,a hand emerging from the clouds, making the gesture of
benediction is the sign of divine intervention,-^^ lines which are concentric and
sinuous represent the sky, horizontal and undulatory lines represent water^^
(tig.4). Therefore, to emulate the glass of the thirteenth century cathedral the
stained glass artist had to be familiar with whole iconographical schemes.
However in the 186()'s, with renewed emphasis on the mystical, the writings of
Karl Marx and the publication of Charles Darwin's The Origin of the Species,
there were some who sought to reject this pietistic ideology and embrace a
more liberal standpoint. So where did Burges stand regarding religion and its
importance or otherwise? Burges was not a religious man^b in the way that
Pugin was. For Pugin it was deep religious devotion that drove him to be an

The Annales Archeolouiques. was first published in France in 1844. Similar in its objectives to The
Fcclesiolouist. its emphasis was on symbolism rather than liturgy and it was stridently Catholic.
Hicks, op.cit, p.5()9.
Emile Male, fhe Gothic Imaue, (London 1972) p.2.
ibid,
ibid.
Vlordaunt Crook, op. cit. p.99.
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architect. For Burges his art was his religion. Fie eonstantly emphasised the
visual aspect of religion rather than the metaphysical. It was its theatricality
that seduced Burges, dramas unfolding as one proceeded through the body of
the church, symbols revealing their hidden meanings. In many respects Burges
stood outside the Victorian mainstream neither adopting a dogmatic religious
approach nor embracing this new liberal attitude. However it is clear Burges
emerges as a pivotal figure in the revival of English decorative art, particularly
stained glass. His view of stained glass being made at the time is well
docLimented. When reviewing the stained glass exhibits at the 1862
International Exhibition he was "horrified".Although it must be said there
had been a huge improvement in overall quality since the last Great Exhibition
of 1851, Burges felt that "the new work resembles a bad kaleidoscope.'"^^
According to Burges,
"A really good piece of glass should look, if near to the eye, and
ofsmall dimensions, like the windows of jewels we read of in the
Arabian Nights, and which we see in reality if we go to
C'onstantinople or Jerusalem. If up high, and composed of large
pieces it should look as if chopped out of gigantic sapphires and
rubies as we see in the great Italian churches."^3
Though Burges experimented with both Oriental and Italian designs,'^^ he
realised that it was in the windows of Western Europe where the future of
stained glass lay, in particular the stained glass of the Duomo in Florence.
These windows made a great impression on him - " the colours are few and
ibid.
I he Builder, xxii (1 864) p.788.
The Hcclesioloeist. xx\ ii (1867) p. 150.
Vlordaunt C'rook, op.cit. p.l86. Burges made a w indow for the London Architectural Exhibition of
1857 of Islamic design w hich w as not entirely successful dtie to its aw'kw'ard positioning of protruding
metal frames, making \'iew ing particularly difficult.

massed together, yet every one is made of different tints of the same eolour;
these again, are toned on both sides, but there is very little shading."45
Charles Winston, previously discussed, was a close friend of Burges and
lived nearby. Close by to Burges' rooms in Buckingham St. were Rossetti's
studio and Whitefriars glass works. Rossetti was responsible for introducing
Edward Burne-Jones to James Powell of Whitefriars. It was this network of
friendships and associations that helped the Pre Raphaelite revolution in stained
glass.
Due to the repeal of the glass tax in England in 1844, the business of stained
glass making increased rapidly. Between 1852 and 1872 production doubled.4b
This increase in demand saw the founding of large numbers of stained-glass
manufacturers, with some of the bigger firms employing up to a hundred

men.47 Burges had associations with four stained glass firms until the early
18()()'s: James Powell and Co. of Whitefriars, Lavers and Barraud, Clayton and
Bell and Heaton Butler and Bayne, but he was still dissatisfied with the end
result. In 1861 Burges remarked
"If we look at a modern window it generally appears to be all right as
long as the spectator is just in front of it, but when the said window is
pul in its place, say at the end of a chancel where you can obtain a
good view, it loses all its transparency, and looks like a painted deal
board."48
The problem seems to have been the poor quality of cartoons being produced
and the overall texture of the colouring and glazing which lacked depth. In the
early 185()'s, stained glass design was usually left to glaziers or, worse still,
(lentleman's Mauazine. cxxxiii (1862)p.8.
■''' Mordaunt Crook, op.cit. p.l87.
I larrison, op.cit. p.lO.
Thejtudder, xix (186I)p.529.

architects' clerks who would have been efficient draughtsmen but lacked any
artistic flair.
It was the involvement of Edward Burne-Jones, who began working for
Powells in the late 1850's, in the cartooning of stained glass that helped solve
this dilemma. Burges commissioned Burne-Jones to produce cartoons for the
East Window at Waltham Abbey having seen his 'Annunciation' window at
Topeliffe, Yorkshire in 1860. The result was outstanding - "some of the finest
Pre-Raphaelite glass ever executed.
By 1861, excellent glass was readily available and a whole school of artists
had emerged capable of producing cartoons of quality and precision; this
brought about a revolution in stained glass in terms of colour and design.
Artists such as Burne-Jones, Westlake, Holiday and Morris were involved in
the production of some of the finest stained glass made in the Victorian period.
fhoLigh Burges had little involvement with Burne-Jones after he became
involved with the partnership of Morris, Marshall, Faulkner and Co. in 1861, it
can be said that Burges was responsible for guiding and encouraging Bumes
Jones in this Held in the early 186()'s. However Burges did have a larger part to
play in the careers of N. H. Westlake (1833-1921) and Henry Holiday (18391927). He employed Westlake very early on recognising his superior
capabilities as a painter. Similarly Burges appreciated Holiday's talents and
took him under his wing, so to speak, monitoring his first cartoons. Holiday
became Powell's chief cartoonist in 1863, replacing Burne-Jones who by now
had Joined forces with William Morris.
Bui ■ges first employed Holiday in 1861 to paint two decorative panels on a
cabinet.-He called on Holiday again in 1864, to design seven windows for
Vlordaunt Crook, op.cit p.l89.
I larrison, op.cit. p.44.
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Worcester College Chapel, Oxford. Initially Burges had commissioned J. E.
Millais, the talented Pre-Raphaelite painter to provide the designs.
Unfortunately it seems Millais failed to grasp the ideals of the medium and the
cartoons were a disaster. He handed over the commission to Holiday at Burges'
request. Here Burges guided Holiday, looking over his shoulder and the
resulting windows provided Holiday with his first major success.
Thus it was largely due to the efforts of Burges that the quality of stained
glass in England was transformed. However, while Morris, Burne-Jones and
Holiday gained experience and fame, the nature of their work changed
direction. For Morris and Burne-Jones, their approach evolved from tiny gothie
figures to large, easily-read figures, while their backgrounds became influenced
by natural rather than architectural forms. Eventually, both artists were
involved in more secular, domestic production of stained glass than
ecclesiastical work, going on to become Morris and Co. which lasted to the end
ol'the century and sowed the seeds for the Arts and Crafts movement. With
1 loliday, it was his leanings towards Classicism that led to his outgrowing his
strong Pre-Raphaelite intluences. It was a study - visit to Italy with Albert
Saunders at the instigation of Burges, that led to Holiday's rejection of Gothic
Revival as a style and it was his refusal to compromise his artistic integrity that
led to the break-down of his relationship with Burges. Burges could never
embrace Classicism and found the work of Morris and Burne-Jones eventually
"tainted with Renaissance freedom.For Burges, medieval stained glass was
the only glass to emulate. In looking backwards he garnered inspiration to
produce work that was innovative and original.

VloidcUint C'rook, op.cit. p.l88.
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Burges possessed a singular vision that assimilated a variety of sources
which separated him from his contemporaries. In his office in Buckingham St.
he kept a small number of close associates around him. One was J. S. Chappie
who Joined Burges in 1859 and continued to work in Buckingham St. two years
after Burges' death. Indeed much of the correspondence that exists in St.
Finbarre's Cathedral, Cork, is written by Chappie, on behalf of Burges, because
of Burges' poor eyesight.^2 Another close associate was Horatio Walter
Lonsdale (1844-1919). Lonsdale was an exceptional draughtsman and, under
the immediate control of Burges produced extremely precise, efficient work,
l.onsdalc remained faithful to Burges' ideals throughout his association with
him, becoming a loyal friend. In fact, Lonsdale worked so closely with Burges,
acting like a conduit between Burges' imagination and the final drawing on
paper, that it is almost impossible to differentiate between the two men.
Another close associate and friend was R. P. Pullan, his brother-in-law, who
was an architect in his own right but never quite managed to succeed. Though
it seems he possessed talent, Pullan was always beaten into second place in
various competitions by other architects whose reputations were growing.
Looking at the people Burges surrounded himself with, it is interesting to
note that no one strong personality emerges, other than Burges himself. Any
artistic relationship that Burges formed, for example with Henry Holiday, was
short-lived. This would suggest that perhaps Burges was unable to deal with
the strong creative bent of someone with their own artistic vision, like Holiday,
and could only be involved with people who needed his guidance, who needed
to be led by him, and where his own personal style would not be challenged.
This is also the case with his dealings with glass manufacturers. As stated
Caullleld Letter Book. Various Letters, Chapter House, St. Finbarre's Cathedral, Cork.
Mordaunt Crook, op.eit. p.84.
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earlier, he had dealings with four well-known stained glass firms until the early
186()'s. After that he used just one firm, Saunders and Co. Albert Saunders
worked in Burges' office as his pupil before going on to set up his own glass
firm in 1868 after the ill-fated partnership with Holiday had failed to
materialise.
Another artist used frequently by Burges over the course of twenty years was
Fred Weekes (1833-93). A talented painter, he produced many fine cartoons for
stained glass for Burges. His work possessed a vitality and originality that was
lacking in Lonsdale's. Thus Burges used men of extraordinary ability rather
than men with ambition who wished for success in their own right, men who
were devoted to Burges' medieval ideals. These men remained working with
Burges until his untimely death in 1 881 at the age of fifty-four.
fhe 186()'s was to be the decade in which Burges would finally come to
build his dream cathedral. But first there was the International Exhibition of
1862 in l.ondon. Burges was commissioned by the Eccclsiological Society to
design its Medieval Court. The pure 14th century sources advocated by Pugin
gave way to 13th century French models, although the stress was still on
honesty. Polychromatically painted furniture and church fittings were put on
display for the first time, though Burges seems to have been more impressed
with the Japanese Court declaring it "the real medieval court of the

Exhibition,"^4

^^as disappointed with much of the stained glass, as already

alluded to. By now Burges was more than ready to fulfil his desire to build an
Early French Gothic monument and he didn't have long to wait. On the 7th
April 1 862, a competition was launched for the building of a new cathedral in
C'ork

in Southern Ireland. In January the following year the winner was

(ientleman's Mauazine. ccxiii (1862) p. 10-11.
Vestry Minute Book, 1862, Chapter House St. r-'inbarre's Cathedral Cork.
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announced. It was to be William Burges. (This will be discussed in greater
detail later).
In 1865, Burges was introduced to John Patriek Criehton Stewart, 3rd
Marquis of Bute.Burges found in the Marquis a scholarly and sympathetic
patron with the financial resources to realise Burges' indulgent and ambitious
designs. Cardiff Castle in Wales was the commission of a life-time, and indeed
it took priority over any other work undertaken by Burges, who worked on it
until his death in 1881. Even after his death, work eontinued to his designs.
At Cardiff Castle (fig.5) and later at nearby Castle Coeh (fig.6), undertaken
in 1871, Burges was able to indulge his passion for sumptuously fitted
interiors, bristling with elaborate iconographic sehemes, dramatieally painted
facades and intricate carvings. Here Burges made fantasy a reality, combining
his vivid imagination with his extensive architectural and archaeological
knowledge.
In the 187()'s Burges also designed two churches in West Yorkshire, Christ
the C'onsoler (1 871-76) at Skelton (fig.7) and St. Mary's, Studley Royal (187178) (tig.8), situated six miles away. Both churches are similar in seale and plan
and were both commissioned as a memorial to Frederick Grantham Vyner.
Vyner was murdered in Dilessi, in Greeee by bandits in 1870, having first been
kidnapped during an expedition to Marathon. A ransom of a million draehmas
was demanded for his release, but during a botched attempt to reseue him,
Vyner was shot dead.^^ His mother. Lady Mary Vyner and his sister Lady
Ripon who was married to George Frederick Robinson, 1st Marquis of Ripon

fturues was introduced to Lord Bute in 1865 by his father .Vlfred. The foundation stone for St.
Linbarre's was laid in No\'ember 1865.
Prout, op.cit. p. 195.
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(1827-1909), resolved to spend the unused ransom money on the eonstruetion
of two churches on their neighbouring estates.
Both churches were begun in 1871, while Burges was in the throes of St.
Finbarrc's. At this stage Burges had completed Holy Trinity, Templebreedy, in
C'rosshaven and, while all three churches are similar in scale and plan, it is only
Templebreedy that lacks Burges' sumptuous decoration, due to its lack of
funds. At Skelton and particularly at Studley Royal, no expense was spared.
C'hrist the Consoler, Skelton is a memorial church. Every conceivable aspect
is devoted to this ideal, from the weeping beeches surrounding it to the black
marble columns m the interior which obliterate some of the tracery work high
up in clerestory (fig.9). This obliteration is the ultimate sacrifice, a cancelling
out (H'the beauty of the stone-work reiterating the sorrowful nature of this
w ork. Studley Royal, on the other hand, is w idely regarded as Burges'
ecclesiastical masterpiece.The interior contains elaborate sculpture with
painted, polychromatic decoration of the highest quality. Using the same team
as he did at C'ork, Nicholls, Lonsdale, Weekes and Saunders, Burges created "a
church which in its purpose, setting and design serves almost as an epitome of
the High Victorian Dream.
Bui ■ges didn't attract too many public commissions partly due to his
llamboyant artistic Hair and his dogmatic medieval approach. Financially he
didn't need to, because of his father's legacy. He w'as able to pick and choose
his commissions, in the end designing almost exclusively for wealthy clients.
However, Burges built only one cathedral, and to really appreciate and
understand Burges' medieval genius it is to St. Finbarre's Cathedral in Cork we

Mordaunt C'rook, op.cit. p.230.
Prout, op.cit. p.l95.
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must turn. Here we ean find an assimilation of his beloved Early French style.
With its three great towers, curved apse, and enormous wheel windows, it
serves as an ultimate icon of Gothic Revival architecture.
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CHAPTER TWO

St. Finbarre’s Cathedral., Cork

Historical
The origins of a cathedral named St. Finbarre's go back as far as the seventh
century, when it is believed St. Finbarre, who was raised near Goiiganne Barra,
was recognised, as a child, by three elderly clerics of Munster, to possess the
grace of the Holy Spirit "which seemed to them to shine in his face."^ His
parents allowed him to be taken to be educated in Kilkenny where he read the
Gospels, the Ecclesiastical Rules and the Epistles of St. Paul. He returned to
Gouganne Barra where he founded a church but left there to go on to Corcach
MeSr w here he was granted land which is the site of the present cathedral. Here
he founded his church and established a great seminary of learning where
students from all over Europe flocked to learn from this wise and educated
scholar. Around this centre of learning grew the city of Cork.^
According to local legend, the angel of the Ford came to the holy man, St.
Einbarre, and led him with his disciples to the place where now is the city of
C'ork; and said to him
"Remain in this place, for here will be your resurrection. The holy
Barr (St. Finbarre) remained in that place up to his death, and there, in
his honour a very great city sprang up, which is called by the same
name C'orcah."^
Gradually other churches and cemeteries grew around the church of St.
Finbarre. To the east was the church of Holyrood, where the Elizabeth Fort
now stands and beyond that Red Abbey, St. Nicholas' Church and that of St.
John of Jerusalem. To the west was Gill Abbey which was founded in 1152 by
Gilla Acda O' Mugin but has now completely disappeared.^
' A. C. Robinson, St. Finbarre's historical and descriptn e (Cork 1897) p.2.
■ ibid.
' Richard (dudfield. The Annals of St. Finbarre’s C’athedral (C'ork 1871) p.3.
"ibid.
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At the beginning of the 19th century the area surrounding the present
cathedral was very popular. Opposite the west gate of the cathedral was the
Episcopal Palace (built 1772) where the bishop resided. On the south side, in
Dean Street, was the Deanery (built 1786) where the Dean lived. In the 1820's,
this was in one of the most fashionable districts of Cork and was the dwelling
place of the aristocratic and musical sections of the public.^ As the nearby
Elizabeth Fort was the great military base of the city, its proximity to the
cathedral caused Dean St. to be the centre of many social gatherings. The walk
along the south side of the churchyard, where huge elms grew, was a
fashionable promenade. The Bishop's Palace and the Deanery still exist today.
In the 1 830's other localities became more popular as the city grew, causing
the city's boundaries to be pushed further out into the countryside. The area
around St. f'inbarre's became a slum as people left for newly developed
suburbs. The houses fell into decay and were occupied by very poor, unskilled
tenants. Breweries such as Beamish and Crawford were erected on the banks of
the Fee close to the cathedral, as were factories and a large mill which made
the whole area look like an industrialised shanty town. The 18th century church
looked small and shabby in a painfully overcrowded churchyard, surrounded
by sad and squalid dwellings (fig.lOa, lOb).
It was the Famine in the 184()'s that caused a huge shift in the social,
economic and political climate in Cork. It marked the end of one period of
rapid population growth and the beginning of another period of pronounced
decline. Between 1851 and 1891 the population of Ireland fell from 6.6 million

Robinson, op.cit. p.3.
C'ault'ield, op.cit p.5.
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to 4.7 million.^ This massive decline was brought about primarily by
exceptionally heavy emigration.
Even though the population of the country as a whole fell, at certain times
the population of Cork city increased. In the 1830's there was an influx of
country people in search of employment. In the 184()'s this turned into a steady
stream of refugees from rural areas, either seeking passage on a ship from
Queenstown to America, or looking for food and shelter.^ By 1847, the influx
of starving and disease-ridden country dwellers into Cork had become so great
that the city authorities, frightened by the prospects of epidemics and social
disturbance, took to rounding up newcomers everyday and dumping them
outside the city bounds a few miles away. The weak and the dying never made
it back into the city but those who were more able- bodied were rounded up
again the next day, and so the sequence continued.
By Irish urban standards, Cork had a large population of between 75,000 and
80,000, second only to the urban strongholds of Dublin and Belfast. The cost of
living between 1 830-50, though generally falling, still remained high for most
workers.

There was acute poverty amongst the lower classes. Often violent

hunger riots broke out, especially during the summer months, in the period
between the exhaustion of the previous year's potato crop and the ripening of
the new one. ^ ^
Through a series of Government enquiries into social conditions in Ireland, it
was shown that urban distress in Cork was greatly aggravated by the influx of
these rural dwellers, cither evicted from their holdings or in search of

.1. S. Donnelly, fhe Land and the People of Nineteenth C'entury Cork (London 1975) p.219.
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" ibid.
Colman Mahony. In the Shadows - Life in Cork 1750-1930 (Cork. 1997) pp.141-170.
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employment in the city.^^ jpg poorest areas of the city at this time were the
Shandon Street area, on the northside of the city, and the parish of St. Finbarre
and St. Nicholas on the south side, particularly the lanes radiating out from
Blarney St., Douglas St. and the North and South Main Streets adjacent to the
cathedral. In these lanes and alleyways, tenement housing alternated with mudfloored cabins, the larger houses generally accommodating an average of 3.5
families, while in exceptional cases up to eighty individuals lived in one house
with some eleven people occupying a single room of eight feet square.
L.oeal Government in Cork was representative of only a small minority. This
minority was made up of the wealthy businessmen of the city - mainly
Protestant. During the course of the 19th century, the population of Cork was
over 80% C'atholic with only some 12% belonging to the Church of Ireland.
The remainder belonged to other religions. By the late 186()'s, over Ireland as a
whole, the Established Church amounted to 12% of a population of just over 5
million. In Munster it amounted to a mere 5%.^"^ Though their numbers were
few, they wielded the power and controlled the money. Most of the larger
businesses of the city were in Protestant hands - Duke's and Ogilvie's jam
factories, the tobacco factories. Beamish and Crawford's brewery, Wise's
Distillery, the Steam and Packet Company and Goulding's Fertiliser
C'ompany.' ^
Protestants also dominated the medical profession, the banking service, the
magistracy and the army. They had particularly strong representation in the
civil service, the police, the legal profession and in insurance. They shared a
common material prosperity which distanced them from the mass urban poor.
'■ Vluiphy, op.cit. p.8.
" Mahony, op.cit. pp. 141-1 70.
'■* R. B. VlcDowell, The Church of Ireland, 1869-1969 (Dublin 1975) p.3.
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There were a number of Catholie merchants who shared in this wealth and
also were part of the political establishment; Dalys were involved in the
manufacture of margarine, the Murphys had tanning factories as well as a
brewery and Fagans were butter merchants. ^
The upper classes, though sometimes of different religious backgrounds,
generally got on well together. Usually religious divisions corresponded with
political divisions: Catholics veered towards nationalism, Protestants tending
towards unionism and conservatism. There were exceptions on both sides
naturally, but even when political tempers ran high, "respectable" classes
managed to work together with relative harmony on the different municipal
Ciovemment boards. *
Among the poorer classes the situation was very different. Generally, the
less skilled the occupation, the greater the proportion of Catholics. Most
working class people in Cork supported O' Connell, whose movement was
stridently C'atholic.
In the 185()'s, politics in Cork tended to mirror national trends, like concern
over the Ecclesiastical Tithes Bill and the issue of tenants' rights. However,
elections in the city were dominated by local issues, voters being more
concerned with forwarding Cork's commercial interests than responding to
national issues of the day. Towards the latter half of the 185()'s republicanism
began to surface with the forming of the new Fenian movement. The more
extreme nationalists of the city subscribed to the ideas of this newly established
movement which was led by Edward O' Sullivan, a clerk in one of the larger
shops in the city. ^ ^
ibid.
'' Vliirpliy, op.cit. p.8.
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This growing feeling of Republieanism was first partieularly seen in 1858
when anonymous placards were posted throughout the city expressing antiEnglish sentiments and support for the Indian Mutiny. Three years later, in
1861, at the official opening of St. Patrick's Bridge, many of the crowd refused
to doff their hats for the playing of "God Save the Queen".

Economic

depression combined with growing anti-English feelings, created a new
excitement. In 1865 it was claimed that all shopmen, small traders and those
employed in the breweries, distilleries and factories were sworn Fenians.
Publicans played an important part in the movement, their premises being used
as recruiting and meeting places. Large factories were another important
breeding ground for Fenianism, as were places such as the city breweries, the
Passage shipyard and Ballincollig Powder Mills where recruiting was carried
out on a large scale.
t hough Fenianism was characterised by its total anti-Englishncss, its
political aspirations were vague enough. More politically aware members did
seek to establish an Irish Republic; however, many of the rank and file
members probably sought in the movement a cure for their desperate economic
situation. The movement in Cork made an abortive attempt at an uprising in
1 867 but was forced to go underground after that.21
In that same decade the Church of Ireland was struggling for its very
existence. In an editorial in the Southern Reporter, readers were warned that
"The eyes of the whole world are fixed on the Irish Church; she must not wax
faint or grow cold."22 The debate on Disestablishment was gathering
momentum and was vigorously opposed by a group of clergymen led by Conor
Notice in the Cork Examiner, 13th December, (1861
d'Alton. op.cit. p.8.
■' l.arkin, op.cit pp.394-438.
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Magee, the Dean of Cork. However, because the Fenian movement was gaining
in popularity and expressing its discontent often in extreme and violent form,
the British Government, newly elected in 1865, realised that efforts had to be
made to weaken the power of extreme nationalism and that some form of
concession had to be seen to be made. In order to maintain peace and stability,
it was inevitable that the Church of Ireland would be disestablished.This
happened in a series of Government Bills which saw the severing of Church
and State in 187()24. From now on the Church of Ireland had to stand alone and
fight its own corner. It could no longer run to the British Government looking
for special favours. Also, it could blame no one but itself if anything went
w rong. The maintenance of a healthy C'hurch structure was of the greatest
significance to C'ork Protestants. This new resilience was symbolised by the
reconstruction of St. Finbarre's Cathedral.
At the beginning of 1862, a meeting of the Dean and Chapter of St.
Finbarre's Cathedral was held to discuss the project for rebuilding the
cathedral, fhe existing cathedral was deemed too small as well as being
regarded as shabby and unattractive and totally inappropriate for a growing city
like C'ork. This 18th century cathedral, which had been built by Bishop Peter
Bl

own in 1735,consisted of a nave and choir which were built on to an

existing tower. On one side of the tower there was a vestry room, on the other
side the chapter house.
This existing tower was part of the previous building which was severely
damaged during the Jacobite siege of Cork in 1690. When the tower was being
demolished in 1865 to make way for the new cathedral, a 241b. cannonball was
■' VlcDowell, op.cit., p.31.
McDowell, op. cit. p.42-48.
d'Alton, op.cil p.8.
Robinson, op.cit. p.l4.
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found deeply embedded within its structure. This cannonball had been fired
from the nearby Elizabeth fort by the Duke of Marlborough's musketeers who
were attempting to stop General O' Neill's artillery men from firing on the
besieging army.^^ The cannonball now hangs from a bracket on the south side
of the ambulatory of the present cathedral.
On the 21 st January 1862 it was agreed that, while it had been in
consideration for some time to re-build the cathedral, it was only now,
according to the finance committee, that the Chapter was in a position to act
positively, due to the fact that all outstanding debts incurred by the Chapter had
been paid off 28 It was decided to set up a provisional committee to organise
the drawing up of a prospectus for the cathedral, to collect subscriptions and to
arrange the formation of a general committee which would oversee the
building, funds etc.. The Archdeacon, James M. Kyle, who was part of the
provisional committee, told the meeting that he had been authorised by an
intluential landlord in the county to offer £5()() on condition that "a cathedral be
erected worthy of the city and county of Cork."2^^ By the end of the meeting
the subscriptions had mounted to £5,()()(), with £1,200 already available for the
project. A notice was inserted into the daily Cork Constitution informing the
public of the Chapter's intentions.
A week earlier, on the 15th January 1860, Dr. John Gregg was appointed to
the See of Cork (fg.l 1). It was this man and his extraordinary abilities who
was responsible for the dream of a new cathedral to come to fruition. John
Gregg was born in Cappa, Co. Clare in 1798. His mother was a Roman
Catholic but just before she died, the life and teaching of her son led her to
■ Evelyn Bolster, A history of the Diocese ol'Cork from the earliest time to the Reformation.
(Cork - 1972) p.15.
Vestry Minute (took - (1862) Chapter House, St. Finbarre's Cathedral, Cork.
C\nk Constitution, Jan. 22nd, (1862).
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embrace what was perceived as a purer faith.Dr. Gregg was educated at
Trinity College, Dublin, graduating with honours in Classics in 1824. He was
ordained and assumed the curacy of Portaiiington in 1826. Two years later he
was made vicar of Killsallaghan a small parish in Dublin and in 1836 was made
chaplain of the Bethseda Church in Dublin.^ ^ This tiny chapel soon became
thronged with huge crowds wishing to hear the sermons of John Gregg. A new
church was built especially for him in Gardiner St. where he continued as
incumbent while also serving as Archdeacon of Kildare from 1837-1862.
It was his friendship with the Earl of Carlisle, Lord Lieutenant of Ireland
from 1 858-1864, that secured him the position in Cork. I’he Earl w'as a regular
attendant at Trinity Church in Gardiner St. and was greatly impressed by Dr.
Gregg and his ability as a preacher. He was one of the most popular Dublin
preachers of his day, a man with a strong and remarkable personality. He was
extremely charismatic and seemed to be able to affect people with his sermons.
The C\)rk Constitution in 1862 published an extract from the memoirs of a Mr.
William Winslow waatten in 1854 "1 leard a sermon to "Young men" by the Rev. John Gregg - 1 have
been lifted above myself, above the common natures of everyday
life..Erect and bold he stood - fire in his eyes- majesty in his formdivinity on his brow of thought and living eloquence on his tongue! I
could have wept with joy.
On the 7th April 1862, the first meeting of the General Committee was
held.^'^ It was decided to launch a competition for the building of the cathedral.
Prizes were to be offered for the best two designs- the first was to receive £100,
R. S. (iregg. Memorials of the Life of John Greizu p.5.
" ibid.
'■ Cork Constitution. .Ian. 23rd, (1862).
" Vestry Minute Book. (1862) op. cit.
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the second £50. The total cost of the cathedral was not to exceed

£15,000.^4

Drawings arrived from all over the British Isles; from London, York,
Edinburgh, Liverpool, Bristol, Eton, Belfast, Dublin and Cork itself, as well as
from C'olognc in Germany. In all there were sixty-eight competitors. Two of
Burges' English contemporaries, E. W. Godwin and J. P. Seddon, entered
drawings for the competition.^^
On the 1 1th October of that year all the designs submitted were exhibited at
the Polytechnic Hall in the Athenaeum on Lavitt's Quay ( the present day
Opera House) for public viewing- admission was 6d.^^’ The designs had no
identilleation attached to them other than a simple motto. This was to allow the
Building Committee to make a fair judgement and have no chance of being
intluenecd by favouritism.
At a meeting of the Building Committee held on the lOth January 1863 it
was unanimously resolved that the plans of William Burges be selected to be
placed before the General Committee.This design was readily accepted by
the C'hapter and, soon, after Burges was appointed architect of the new
Cathedral. "Got Cork" is written in Burges' diary.However, there were many
dissenting voices. It was argued that an in justice had been done. Many of the
competitors were angry that Burges' design had been chosen, the main reason
being that a stipulation had been put on the competition that costs for the
building were not to exceed £15,000. It was obvious from Burges' design that
his building was going to far exceed that figure. Letters began appearing in the
local papers such as the Cork Constitution, the Southern Reporter and Cork
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Advertiser and these were later printed in the Dublin Builder on February 15th
1 863. Many eomplained that the Building Committee had reneged in its
original guidelines for the eompetition. One letter states "From the decision of
the committee it would appear that architects ought to have read the £15,000 as
meaning £25,000 or £30,000."^^^ Another argues;
"The prcmiatcd [plan] of Mr Burges cannot be executed in
accordance with his drawings under £50,000 Had the other competitors
conceived that the printed conditions were only a sham and that such a
carte blanche would have been allowed them, no doubt many or all of
them would have produced far grander designs.
One member of the Building Committee "was disgusted w ith the whole
proceedings."'^ ^
1 here were those who spoke out in support of Burges. His colleague in
London and fellow^ competitor, J. P. Seddon, in a letter to the Cork Constitution
stated ;
"No other design approached nearer than that of Mr. Burges to the
almost impossible conditions imposed and if any did, in point of cost,
they probably would have been dear at any money...competitions are
notoriously absurd in every respect. The result is seldom so auspicious
as in this case, where the lot has fallen on one so competent and of
such acknowledged talent as Mr. Burges.
W. Bence Jones, a friend of Burges from London, had already stated
publicly that local architects should be passed over in favour of more
experienced ones from England. He refused to subscribe to an inferior building
Dublin Builder. 1 Mh Feb. (1863) p.29.
"" ibid,
ibid.
(\>rk Constitution. 13th Feb. (1863).
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"It will be unpleasant to beeome the laughing stoek of our Roman Catholie
neighbours.
Another wrote:
"I have seen all the designs exhibited at the Athenaeum, and my
opinion was that "Non mortuus sed viriseit" was one of the best
designs in the Exhibition... As far as I am eoneerned as a eompetitor, I
have no fault to find if the eommittee have really aeted with a desire to
do justiee.""^'^
Burges felt eompelled to reply. There were murmurs from the opposing
eompetitors of instituting legal proeeedings. In a letter replying to Riehard Bolt
Brash, he states:
"No eathedral, in the proper sense of the word, was ever known to be
exeeuted for £15,()()() with towers and spires eomplete. Undoubtedly
my understanding of the programme was that towers and spires were
not meant to be necessarily included in the money. I therefore, as
stated in my printed paper, provided a cathedral with everything
essential for carrying on Divine Service for £15,000 though I added to
the drawings, towers and spires that I plainly stated should be left to be
done afterwards."45
The Cork Constitution backed Burges:
" Firstly it is absolutely necessary, secondly it would afford
employment just now to a vast number of unemployed artificers and
labourers...that we shall have a public building which will be an
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ornament and a model, we suppose, of arehiteetural beauty and
design.
The Building Committee stood their ground and refused to be moved. The
furore fizzled out after a while, the eompetitors appearing to be sore losers. The
general feeling was that the priority was a new eathedral, and it was even better
to have a grand one built by an arehiteet of such an established reputation.
However questions do arise about the genuineness of the competition.
Perhaps there was some underhandedness taking place. Let us look closely at
the facts. The competition was launched on 7th April 1862. A list of entry
requirements was drawn up and circulated to those who wished to enter.
According to William Burges' diary, two members of the Building
C'ommittce, W. Bence Jones and J. H. Bainbridge were in contact with the
architect- "Jones and Bainbridge called about Cork""^^ on May 9th a month
after the launch of the competition. Soon after, written into Burges' diary is the
entry- "d o Cork- Stopped at Bainbridge's"^^ Why did Burges come to Cork?
It may be argued that the architect came to Cork to view the specific site
where the cathedral was to be built, to inform himself, of the area and to get a
feel for the surroundings. However, the fact that he met up with and stayed
with Bainbridge would seem to suggest perhaps some favouritism was being
shown to a particular architect of a growing reputation in preference to the
other candidates?
All sixty-eight designs were exhibited in the Athenaeum on the 11th
October. Each participant was required to sign his entry with a simple motto so
that when it came to judging the designs, the architect would be anonymous.
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Who is to say that the Building Committee didn't already know the design, let
alone the motto of William Burges? In the end, however, the Building
Committee garnered the publie's support for the projeet and ended up with a
glorious monument of Gothie Revival arehiteeture.
By 1862 Bishop John Gregg was on board. During the first year of his office
he suffered ill health and was forced to spend much of that time convalescing
in Switzerland.In 1863, his health fully restored, he resumed his duties with
passion and enthusiasm. The Building Committee offered him the position of
patron which he duly accepted. He wholeheartedly approved of the design of
William Burges and became firm friends with the architect. Gregg became the
mainspring of the enterprise and made the building of the cathedral his life's
ambition. In many ways Gregg was similar to Burges' other patron Lord Bute.
Both men had unwavering confidence in Burges' artistic vision and they both
allowed him to indulge that vision to produce incredible architectural
masterpieces.
At the first great public meeting to discuss the new cathedral, which was
held in the Imperial Hotel on March 8th 1864, Dr. Gregg urged:
"Now my friends, 1 hope you will give something today towards this
work - 1 can place something at your disposal would you be satisfied if
1 put down £100? Would that be a good beginning? Take £1,000. Let
us go on in the strength of the Lord, and we will have our cathedral
built."5<*
The audience joined in with zeal. The Earl of Bandon promised £100 and the
rest of the crowd contributed £158.^ ^ In the previous two years £9,000 had

(iregg, op.cit. p.2()2.
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already been subseribed. By this stage, the figure eolleeted or promised
amounted to in exeess of £10,000 before the foundation stone had even been
laid.52
The loeal newspapers joined in to eneourage the publie to donate mueh
needed funds.
"Without eonditions or qualifieations let every Protestant in this eity
and extensive dioeese and eounty give a liberal united, and generous
hand. We hope to see the work immediately eommeneed. The new
bishop is said to be a man of great energy, it would be an exeellent
eommeneement to inaugurate his introduetion into his new dioeese and
serve to perpetuate his name in eonnection with the see of Cork."^^

The Laying of the Foundation Stone

Iknefactors tiook. Subscriptions Lists, - donated by W. Burges (1879), Chapter House, St.
Finbarre's C'athedral, Cork.
C\uk C'onstitution. Editorial 28th Jan.( 1 862).
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Robert Walker Jnr. from Fitton St. in Cork was eontraeted to demolish the
old eathedral and erect the new one. Walker was a much respected architect
and engineer in the city. He acted as City Surveyor for a number of years. In
1 883 he was given the responsibility of designing the Cork Industrial
Exhibition. The Irish Builder described him as "an old citizen universally
respected for his obliging habits and courteous manner."^^ Qn the 4th October
1 864, Walker was offered £13,500 for the first contract

and £4,300 for the

second.The last service in the old cathedral was held on October 23rd of that
year. After his sermon the Rev. Frederick Dobbin alluded to its demolition:
"1'he immediate feeling present to a large number amongst us is
probably one of regret, on finding that old associations are so soon to
be broken, and that of the place where they and their fathers
worshipped in a few short months at best not one stone shall be left
upon another."
Despite its small capacity and its unsightly appearance, the old cathedral was
loved by many. At the conclusion of the evening service, the organist, James C.
Marks, played "The Dead March in Saul." During its performance many of the
congregation lingered within the cathedral taking one last look around its walls,
bidding a sad farewell to a building they would never see again^^
(tig. 12a, 12b).
It w as decided that while the cathedral was being rebuilt, services would be
held in the nearby churches of St. Nicholas and Christ Church.However
after a few weeks, George Webster, rector of St. Nicholas and Chancellor of
Irish Builder. May Ist, (1873), p. 127.
Caulfield, op.cit, p.l02.
ibid.
C'aulfield, op.cit p.l03.
Caulfield, op.eit. p.l()4.
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the Dean and Chapter of St. Finbarre's, began grumbling about the
congregation and it was resolved that all services be held at Christ Church.
George Webster appears to have been a thorn in everyone's side. In 1863, in a
letter written to the Dean and Chapter, he protested against the pulling down of
the old cathedral, suggesting instead the structure might easily be turned into a
parish church.A year earlier, as a member of the Building Committee, he
was the only member to voice his objection at the choice of the architect and to
the furore surrounding the competition.As we shall see later, he caused
further upset by rejecting designs for two of the stained glass windows. Even
though he was constantly upsetting the applecart, so to speak, he was rarely
taken seriously and his objections were rarely acted upon.
On 6th January 1 865, Robert Walker began erecting a pavilion outside the
West front of the cathedral in preparation for the ceremony of laying the
foundation stone.A large rectangular area was excavated around the stone.
At the eastern side an elevated platform was constructed to accommodate the
principal officials and a large number of ladies, while around the excavated
area there was room for several hundred people to witness the ceremony.
Long before the beginning of the ceremony, which took place on 12th
January 1865 hundreds of people began arriving at the churchyard. When the
ceremony commenced shortly after half past twelve, there were thousands
prcsent^^4 (f,g 13) About five hundred Masons from all over the province took
part in the ceremony. They assembled in the Lodge Rooms in nearby Tuckey
Street/^5 and from there proceeded to the cathedral in full ceremonial dress.
Vestry Minute Book, (1864), Chapter House, St. Finbarre's Cathedral, Cork.
Vestry Minute Book, (1863), Chapter House, St. Finbarre's Cathedral, Cork.
Dublin Builder, (1 863) op. cit.
(kiulfield, 1863 (op.eit.) p.l()4.
*’■’ Cork Constitution. .Ian. 13th, (1865).
ibid. Fhe niasonie lodge in Tuckey St. is still aeti\ e today.
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William Burges himself walked in the proeession alongside Robert Walker, in
between the Earl of Bandon (who was Chairman of the Building Committee)
and Sir James Charles Chatterton, the Provincial Grand Master of Munster. As
they wended their way to the West gates of the cathedral, members of the
private lodges lined the avenue, dressed in their various splendid decorations
adding colour to the whole affair.
After hymns and prayers, the Earl of Bandon spoke of the "time-honoured
custom of laying the foundation stone since the dedication of Solomon's
Temple.The Dean of Cork, the Rev. Connor Magee, hailed "the
inauguration of this cathedral as the dawn of a new era for our church, which
will contradict the miserable calumny that the Church of Ireland is dead."^'^ As
mentioned earlier. Dr. Magee was a fierce campaigner against the
disestablishment of the Church of Ireland and took every opportunity to fight
for its survival.
Memorials were then placed in a hollowed out chamber in the stone. Among
them was a vellum scroll with the following inscription:
" I'he foundation stone of this sacred edifice about to be erected to the
glory of the Most High God, was laid with Masonic honours by the
right Rev. John Gregg D. D., Eord Bishop of Cork, Cloyne and Ross,
assisted by the Provincial Grand Officers and Brethren of the Province
of Munster on the 12th day of January 1865, and of Masonry 1865."^^
The proceedings continued with the deputy Grand Master, George
Chatterton, applying the golden square and level to the stone, declaring it "fair
work and square work."^^^^ The Earl of Bandon then handed the silver trowel.

ibid.
ibid.
ibid.
ibid.
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made especially for the occasion^^ to the Bishop, who proceeded to spread the
cement over the stone. Then with the mallet presented by the builder, Robert
Walker, he knocked the stone three times declaring it to be "duly and truly
laid."^* The Deputy Grand Master then proceeded to pour the offerings of
corn, wine and oil over the stone, while the Provincial Grand Chaplain, the
Rev. Arundel Hill, Rector of Fermoy, proclaimed,
"May the Great Architect of the universe enable us successfully to
carry on and finish this work. May he protect the workmen from
danger and accident, and long preserve the structure from decay and
may he grant us all our needed supply, the corn of nourishment, the
wine of refreshment and the oil of joy. A men. "^2
fhe service was concluded with the singing ol'thc Hundredth Psalm. After this
the Bishop spoke to the large crowds which included "not only the wealth of
the city and county, but the nobility and almost every family of distinction
through our diocese.He stressed the importance of a "great and
magnificent church"^^ j,-, p-|g city of Cork and the necessity of gathering funds
to complete it. After his stirring speech, about £3,000 was promised.The
laying of the foundation stone was announced throughout the city as an
arrangement had been made with the bell ringer at St. Anne's, Shandon that as
soon as the stone was laid, the Royal Ensign was to be raised on the tower of

The siK er trowel which is beautifully engraved has an ornate carved ivory handle. It was
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the old cathedral. As soon as the flag was seen by watchers on the belfry of St.
Anne's, "the Bells of Shandon peeled forth their most effective chimes."
It is interesting to compare a report of the ceremony in the Cork Examiner,
the Catholic counterpart of the Cork Constitution. Very little of the speeches as
alluded to, the writer complaining that it was impossible to hear - "Lord
Bandon's remarks were almost totally inaudible at the place where the reporters
sat""^^ and "Dean Magee was also, for the greater part of his address, inaudible
to the reporter.The writer misspelt Burges' name and was unable to refer to
any of the plans of the cathedral even though they had been put on public
display months earlier. The Cork Examiner was owned by John. F. Maguire
w ho w as a member of the Fenian movement and used his newspaper as a
vehicle to incite fellow C'atholies to revolt against the establishment. So it is
hardly surprising that an article on the laying of the foundation stone of the new
Protestant cathedral would contain mainly negative overtones.
Foul' days after the ceremony Walker began dismantling the old cathedral,
the churchyard was closed off and burials were prohibited. The Dean and
C'hapter bought up many of the surrounding tenement houses and had them
demolished to facilitate the builders and to improve the general area around the
cathedral. The old materials, such as church furniture, were auctioned off in
Library Close on the 6th February.In April, gunpowder was used to take
dowii the tower, it being low enough to do it safely.
During the excavations for the foundations of the new cathedral, several
architectural ruins were discovered apart from the cannonball mentioned
earlier. An ancient doorway was discovered near the foundations of the north
Cork Constitution. Jan I3th (1865) op.cit.
Cork t-xaminer. I2th .lanuary (1865).
ibid.
Caulfield, op.cit. p.l()4.
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side of the tower whieh must have led originally to the steeple, also several
aneient vaults eonstrueted of red briek were found beneath the floor of the
eathedral. A monumental flag was found beneath the foundation of the tower to
the north-east, bearing the inscription "Here lyeth the body of W. Woodcock, who died the 8th day of July
1610, his wife being Diana, the owner hereof. This was done the 24th
day of August 1610." 80
foundations needed to go much deeper than previously anticipated. Because
the site is situated on the slope of a hill, there was considerable variation in the
depth of the foundations. Rock levels dipped below the surface as much as
twenty-seven feet.^^ This added as much as £2,500 to the overall cost of the
building.S2 l^ocal materials were used wherever possible. Red sandstone was

used in the foundations and the walling of the building came from the
Brickfield Quarry in Glanmirc,^^ while the limestone used for the ashlar and
all the exterior mouldings came from the Ballintcmplc Quarry in Blackrock^^
(fig. 14). In September 1865, Walker visited Stourton in Lancashire to select
stone for the interior crossing piers. It was decided to opt for limestone in place
of red sandstone in the walling and this was passed by the Building Committee
on the 6th December.
Work continued slowly and expensively. By December 1866, a year later,
Robert Walker had had enough. Though a cathedral like St. finbaiTc's was not
a daunting task for Walker, he seems to have been a difficult man to deal with.

ibid.
William Burges, 'St.Finbarre's Cathedral', The Architect .Ian. 16th (1869).
Richard Caulfield, Handbook of the Cathedral Church of St. Finbarre, (Cork
Burges 'St. Finbarre's Cathedral' op.cit.
Vestry Minute Book, (1865) op.cit.
V'estry Minute Book, op.cit. (1865).
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He "grumbled over payment,"^^^ he had frequent rows with the Dean and
Building Committee. Burges was fed-up - "Dean of Cork blew up Walker."^^
It is apparent that Walker had problems dealing with the various eommittees set
up by the Building Committee to oversee the different stages of eonstriietion;
for example, there was a speeifie eommittee set up to deal with the trees that
lined the western entranee to the eathedral. Before Walker eould move forward,
he had to get the approval of the appropriate committee. Every step he took had
to be sanctioned, then agreed by the architect and then conveyed to him.
Understandably, he became increasingly frustrated and discouraged. He
resigned the contract on the 8th December 1866.^^ He was instead offered the
contract for Templebrcedy, the new church in Crosshaven, also designed by
Burges. Burges was furious. Any delay in the construction could jeopardise the
whole building. And there was a delay. Advertisements were sent out for new
tenders on the 8th February 1867. It wasn't until August of that year that
Gilbert ('ockburn of Dublin took up the contract (fig. 15).
At this stage, financial support seems to have waned. Richard Caulfield, who
was secretary to the Building Committee, wrote in the Southern Reporter "Towards the completion of this work the sum of £12,000 is almost
immediately required. The present expenditure is about £1,00 per
month, to meet which there is at present only on hands a little over
£3,000, so that unless additional funds be forthcoming within the next
three months the work must cease.
Robert Gregg, son of the Bishop, reminded readers:

William Burges, Kxtract from Diaries, (1866),op.eit.
" ibid.
Vestry Minute Book, (1865), op.cit.
Riehard C'aulfield, 'The Cathedral of St. Finbarre', Southern Reporter, May 6th (1868).
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"of the very great importanee , nationally and religiously of now
eompleting the Cathedral of St. Finbarre for Divine Serviee. When the
last appeal was issued £12,000 was required to open the ehureh, £800
had been subseribed sinee that time. The importanee of earrying on the
work is great. The sum required is not too large to be raised by willing
and earnest men. 1 hope many of your readers will intimate to us what
they are willing to give on these terms, and that the required sum,
£12,000, will be subseribed before the 1st July."^^^
While fmaneial eontributions were slowing down, eosts were mounting.
Burges kept altering the original design. Fie added another bay to the ehoir,
whieh eost £600. Barrel vaults were deeided on instead of wooden eeilings for
the aisles, the Western towers were raised and the number of portals inereased
from one to three.Undoubtedly these alterations inereased the overall eost
and these were only the beginning.
In Burges' original design, the eosts of arehiteet's fees, quantity surveyor and
elerk of works were all exeluded; these amounted to £1,500.^^2 Then there were
the interior and exterior fittings and deeorations. Burges in his eompetition
entry had pared this down to a minimum. Fie had gambled on the enthusiasm
and gullibility of the Building Committee. Luekily his gamble paid off. The
eommittee ordered designs for the stained glass windows to be drawn up with
priees attaehed and sketehes for all interior deeorations to be prepared with
eosts.
While Burges enjoyed a good relationship with Bishop Gregg, he often
despaired at the Building Committee. In one instanee, a letter written to Burges

(\)rk Constitution, April 25tli (1868).
Vestry Minute Itook. (1865), op.cit.
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by a member of the Committee was delayed for several days, "having been
misdireeted both as to the Christian name which should be William (not
Alfred) and as to the number on the street w'hich should be 15."^^ Often
procedures were unnecessarily delayed because the Building Committee were
painfully slow in processing contracts and payments to enable the building to
progress.
When Burges decided to increase the number of portals at the West side
from one to three, it was "a matter of grave consideration with the
Committee.It involved an additional expenditure of £850. Burges always
had in mind three portals for the Western front but, when submitting his
original plan, he only included one while leaving a space filled in with loose
masonry should his design be carried out in the future. It was felt that a "blank
wall on either side of the central portal would detract from the dignity of a
building which, in every other respect, would be unrivalled.
Yet again Bishop Gregg stepped into the breach. He offered to build one of
the portals at his own expense. Very often, on occasions like this, Gregg dipped
into his own pocket first which helped to encourage others to do the same. Not
long after, William Crawford of Beamish and Crawford Brewers came forward
and promised to complete the other portal.
William Crawford was just one of the many wealthy businessmen that Gregg
called on every now and again when funds seemed to be getting low. The
Building Committee, w hich changed every couple of years, usually had at least
thi'ee if not more well known, highly respected, local businessmen or

Caulfield Letter Book, undated letters Chapter House, St. Finbarre's Cathedral, Cork.
Vestry Minute Book, op.eit.
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landowners as members. Gregg was able to use their positions to garner much
needed funds for the cathedral.
The most important members of the Building Committee were over the
course of the building of the cathedral local landowners Richard Longfield and
the Rev. E. Newenham and city businessmen, William L. Perrier J. P., Anthony
Perrier J. P., W. Goulding J. P., T. R. Lane Jnr., William Bence Jones and J. H.
Bainbridge.^^^ These men were involved in local politics to a large degree,
being high-ranking members of the city corporation. They were also all
Freemasons. Perhaps it was the rivalry between Protestants and Catholics that
encouraged alignment between the Freemasons and Protestants. The
Freemasons certainly played a larger part in the affairs of the cathedral (as we
saw earlier during the laying of the foundation stone) than would have been the
ease in Britain. The Freemasons of the city contributed well in excess of £4,000
towards the cathedral's completion. Individual freemasons like William
Crawford, who gave around £20,000, donated huge sums. Freemasonry played
a large role in the business life of the city. It was de rigeur to be a member.
Wealthy merchants and landowners were invariably involved in politics and
w ere members of the local lodge. Much wheeling and dealing was achieved at
various social functions. It is difficult to separate the political from the social
and the religious at this time. These various strands were intertwined and
earned those involved much sought-after respect. Burges himself was made a
freemason in London in 1866 on 2nd May, rising to third degree by 4th July.^^
When William Crawford offered to donate money for the third portal, the
Freemasons immediately began raising funds for its exterior decoration.

Robinson, op.cit. p.l9.
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Anthony Perrier, an important freemason and member of the Building
Committee, promised £250Though Burges became frequently infuriated
with the bureaucracy surrounding the various committees, the Building
Committee worked tirelessly under the direction of Bishop Gregg to realise the
completion of the cathedral.
By 1868 it was reported that :
"the works at the cathedral are now so far forward that they are well worth a
visit. The windows on the southern side are finished, while those on the
northern side are nearly so. The four great piers which are to support the central
tower are about twenty-six feet above the surface level, while those at the
extreme west end are even higher. The nave columns are also a considerable
height, and one of the Bath-stone caps - the largest stones in the building has
been set. d'hc three western portals are rapidly advancing towards completion;
the side pillars, lintels and some of the caps being in their places, a slight
notion of the extreme beauty of the western point may now be obtained. The
bases of the chancel columns have been laid, and the polished marble shafts
which are to stand upon them arc daily expected
Two years later, the cathedral was ready for divine worship even though no
more than its carcass had been built. Already £36,000 had been spent.
Politically it was a difficult time. The Church of Ireland had been
disestablished. Catholics were rioting in the streets looking for better working
conditions, and labourers were striking for better pay.^^^
On the 30th November 1870, the consecration of the cathedral took place.

ibid.
Cork Constitution. (1868). op.cit
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"At an early hour, every approaeh to the eathedral presented a
eontinuous stream of people, and long before the time for opening the
gates, the preeinets were erowded. At half-past ten, those who were
favoured with tiekets, were admitted through the different entrances
and in a few moments the cathedral began to fdl. At eleven the great
central doors were opened, when the Freemasons passed in, and
occupied the places assigned them in the transept. Immediately after,
Alderman Casey who represented the Mayor, with other members of
the Corporation, attended by the Sword and Mace bearers, proceeded
up the aisle and took their positions contiguous to the great north west
pier. Expectation was at its highest pitch amongst the great multitudes
that oeeupied every available place. The Archbishops and Bishops
were now met at the western gate when the Dean presented the petition
for consecration to the Bishop of Cork. The procession now
commenced to move, and those congregated in the cathedral could
occasionally hear the music, as it were many voices, falling softly on
the ear. At length the procession having arrived at the western door, the
choir advanced up the aisle chanting the 24th Psalm. On reaching the
steps leading to the stalls, the choir and Canons divided to let the
remainder of the procession pass, and on reaching the steps opposite
the throne, the dignitaries and Prebendaries likewise divided to let the
Dean and Bishop pass. The Dean then ushered the Archbishops and
Bishops to their places within the rails and the Bishop of Cork to his
throne."'

Cork Constitution. (1865). op.cit.
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This was indeed a great oeeasion for the Protestant people of Cork, for the
Building Committee and for Bishop Gregg. But there was still a long way to
go- "the towers and spires still soared only in their arehiteefs imagination."
The original Clerk of Works, Adams was replaeed by a loeal eivil engineer, W.
H. Hill and Burges worked elosely with him for the next four years, spending
mueh time in Cork. In 1873 a new eontraetor was drafted in, Delany from
Dublin replacing Cockburn. On the fifth Anniversary of the consecration of the
cathedral. Bishop Gregg wrote to local businessman Francis Wise, who owned
a large distillery, looking for a donation for the completion of the cathedral.
Wise replied,
"Know ing the anxiety and interest you have taken in it, I shall
subscribe £1 (),()()() towards that object - or 1 will give £10,000 provided
£10,000 be subscribed by January 1st next."*^^^
Gregg didn't waste a moment. He visited William Crawford who had already
agreed to fund one of the portals at the West entrance. Gregg wrote
"I lost no time in telling him the story of the Cathedral, telling him
how beautiful it was, and that every little addition that was made to it
made it more beautiful still. He said it would be grand if we could get
those towers up. I then stated my case. Mr. Crawford, I said, I want
you to give me £10,000. Mr. Crawford very kindly promised to let me
have the amount I asked him for. Mr. Wise promised he would give
£20,000, provided £10,000 was subscribed by January 1st and now, by
God's blessing we have secured £20,000 also, and we will now soon
have our three towers or spires erected."

106
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Two years later Crawford donated another £8,300 towards the sculpture of the
West front.

In the summer of 1876 Delany contracted for the completion of

all three spires.
On the 6th April 1878, Bishop Gregg had the privilege of laying the topmost
stones on both the western spires. Two months later he was dead.

Robinson, op.cit. p.l9.
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The Exterior

St. t'inbaiTc's Cathedral is not a large eathedral by any standards (fig. 16).
Burges knew the people of Cork could never afford a really large one as the
original cost stipulated was £15,000. When this is compared to the cost
stipulated for the competition for Lille Cathedral, which was £120,000
including fittings, Burges was aware of what little finances were available. He
began by economising his plan. He specifically included three spires to balance
the short body of the building, "One would look bad and two would be seen in
a line.'0 00 Though restricted financially, Burges managed to assimilate
previously unrealised schemes such as Brisbane and Lille as well as to
incorporate many of the Early French prototypes he would have seen and
drawn during his constant travels. If one examines various parts of the building
one can find direct references to these prototypes; for example, the East end
can be likened to Sens Cathedral wdthout its buttresses, the West end to Laon
without its towers.* *0 However, Burges didn't just rely on Early French as a
model, he also managed to include various other influences such as the wooden
roof in the apse which echoes the church of San Zenone in Verona.* * * Burges
included in his design a magnificent Gothic Parvise situated at the entrance of
the Western front. It was never executed, however, the Building Committee
wishing to maintain the existing eighteenth century gate piers.* *2
At the West front, the amalgamation of sculpture and architecture put the
talents of both Burges and the sculptor Nicholls to the test. For Burges, the
relationship between architecture and sculpture was of the utmost importance.
Article in Cork Herald, 25th Sept, (1866).
Mordaunt Crook, op.cit. p.l99.
ibid,
"■ Burges, Book of Furniture Designs, (1876) Chapter House, St. Finbarre's Cathedral, Cork.
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He believed that "seulpture was the one indispensable attribute of arehitectural
effeet"*

The majority of the exterior strueture is faeed in loeal limestone

from Ballintemple Quarry in Blaekroek Cork but for the statuary of the portals
Burges deeided on limestone from Ballinasloe Co. Galway and even today one
ean see the differenee in the two. On the Western front, the Four Evangelistie
Beasts are almost white in comparison to the saints and virgins in the portals,
who have absorbed the grimy air of the city.
In all, there are 1,260 pieces of sculpture attached to the fabric of the
building,^

each one designed by Burges. Nicholls firstly made plaster

models of each piece of seulpture. These were then used by the local stone
carvers when they were carrying out the masonry work (the plaster models are
still extant and arc stored in the north tower of the cathedral). I'he relationship
between Burges and Nicholls was similar to Burges' relationship with
Lonsdale. Nicholls remained faithful to Burges' ideals and carried out faithfully
Burges' designs for seulpture. As mentioned in the first chapter, Nicholls first
teamed up with Burges when he was commissioned to work on Cardiff Castle
and Castle Coch, and worked with him until Burges' death. Every one, except
for the figures in the Western portals and the Four Evangelistic Emblems
surrounding the rose window, was carved on site by local stone mason R.
McLeod and his f rm. Burges made no secret of his confidence in these men,
"We are very fortunate in having Mr. Mcleod, who has worked in
sculptors' studios and is accustomed to the hard and brittle limestone.
This work is a most important and difficult one, we shall have to
depend on one or two men such as Mr. Nicholls who has been twenty
years training for this sort of work. 1 do not think any body concerned
C'haiies Hastlake, A History of the Gothic Revi\'al (London 1872 ) p.354.
Robinson, op.cit. p.23.
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except myself has any idea of the length of time the work will take and
the immense amount of labour involved."^
It ended up taking more than a decade to complete all the sculpture and even
then Nicholls' sixteen saints and ten virgins for the western portals as well as
the tympana above the doorways were posthumously executed, all overseen by
Chappie and Pullan in 1883 ' >6 (fig. 17).
The North and South portals contain eight saints each, including St. Andrew,
who holds his cross in the form of the letter X. He is said to be the first to have
found the Messiah, so the Church celebrates him first in his honour. (The
C'hureh calendar begins in November, St. Andrews Day is 13th Nov.) His day
also coincides with the anniversary of the consecration of St. Finbarre's
Cathedral.*

Also included is St. Thomas who is patron saint of architecture

and is represented holding a square in his right hand. Each saint stands in a
bracket which contains symbolic representations connected with the history or
legend of each saint. The Central Portal contains the five Wise and five Foolish
Virgins on the North and South sides of the doorways (fig. 18). In the centre, on
a pedestal, stands the Bridegroom welcoming the Wise Virgins to the wedding.
Initially, Burges had intended the central figure to represent Christ the King*
but objections were made, again by George Webster,* *^^ and Burges was
forced to replace this with the Bridegroom. Presumably the objections were
related to Burges' digressing from the usual portrayal of the Bridegroom, who
in 13th century France is always represented according to the parable and it
would not have been in keeping with the correct scheme. Burges would have

Oauli'iekl Letter Book, May, (1878). Chapter House, St. Finbarre's Cathedral, Cork.
.Mordaunt Crook, op.eit. p.203.
'' Riehard C'aulfield, Handbook of the Cathedral Church of St. Finbarre's, (Cork 1881) p.95.
Vestiy Minute Book, (1879), Chapter House, St. Finbarre's Cathedral, Cork.
.Xs prex iously discussed earlier in the chapter.

seen several versions of this parable when travelling abroad, for they are to be
found in the West doorway at Amiens, at Notre Dame at Paris, Sens, Auxerre
and at Laon.
The parable of the Wise and Foolish Virgins is always associated with the
Last Judgement as "they symbolise the elect and the lost and their mysterious
and terrible story is that of humanity's final hour/'^^l

tympanum above the

figures in the central portal shows the Resurrection day. The dead can be seen
arising from their graves, the angels beckoning those whose lamps bum with
the love of God, and driving away those who are lost. On the tympana above
the other portals are carved scenes from the Old Testament; 'The Expulsion
from the Garden of Eden,' 'Adam and Eve with their family,'' Sacrifice of Cain
and Abel,' 'Dedication of Solomon's Temple,' 'Sacrifice of Noah,' 'Abraham
about to Sacrifice Isaac.' These sculptures are thrown into relief by a brilliant
background of gold mosaic. Set into the deeply recessed portals, the tympana,
when the evening sun shines from the west, produce a dazzling shimmering
effect.
Above the portals arc four gargoyles which arc representations of "the
conflict and triumph of virtue in the soul of the Christian," 1^2

jg p-jg

struggle of virtue over vice. Here Burges takes direct reference from the poem
'Psychomachia' by Prudentius, a Christian poet from the fourth century.^23 ypg
passages from this poem directly influenced the medieval stone carvers and
glass makers of the thirteenth century and can be found at Notre Dame at Paris,
Chartres and Amiens. ^ 24 These representations would have been seen by

Male, op.cit. p.l98.
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Burges. The four virtues represented are, from North to South, 'Chastity
subduing Lust' (fig. 19), 'Faith piereing the Eyes of Idolatry' (fig.20), 'Pride and
Humility' (fg.21), and 'Avarice' (fig.22). Here Burges remains faithful to his
thirteenth century ideals, successfully emulating the medieval mind. He uses
this theme again, in Frankfield in Douglas, where three magnificent lights at
the East end of the church portray nine virtues, each with a symbol referring to
their history. Burges constantly and consistently refers to the symbols and
allegories that were the very essence of church building in the thirteenth
century. Over the doorway of the North transept, the tympanum contains a
representation of the Angel measuring the heavenly Jerusalem (fig.23). This
vision is taken directly from the Book of Revelation, in keeping with the
standard iconographical scheme used in the nineteenth century. I1ie Book of
Re\ elation was adopted by the Anglican Church in the wake of Catholic
Emancipation and Disestablishment as a re-inforccr, as it were, of its Christian
dogma.Burges uses this theme throughout the cathedral. It can be found in
the stories of the windows, mingling in true medieval tradition with the various
interior sculptures.
Surrounding the massive Rose window are magnificent carvings of the four
Evangelistic Beasts. It was the Freemasons of the Province of Munster who in
1870 presented these at the suggestion of Dean Connor Magee, himself a
freemason. ^26 j|-,0 carving was carried out in situ by C. W. Harrison of
Dublin. ^ 27 q p Eastlake wrote;

"It is not too much to say that no Oner examples of decorative
sculpture have been produced during the Revival. The evangelistic

Mordaunt Crook, op.cit. p.204.
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beasts exactly represent that condition between natural form and
abstract idealism which is the essence of Medieval and indeed of all
noble art, and they possess the further merit of being admirably
adapted to the position." ^28
Almost a hundred years later, Charles Handley-Read would write:
"The round window , an epitome of Early French draws the eye like a
target. The encircling rim is tough enough to confine the explosive
force of the radiating shafts, but it transfers their outward thrust by
squeezing the beasts into their exiguous corners; trapped between
square and circle, and almost Assyrian in concept, they are earved with
rocky surfaces suited to their monumental scale. Even the beasts are
diminished by the sheer weight and rather harsh geometry of the
window, but the group as a whole, extra forceful for being compressed
into an exact square, threatens to overwhelm the gables and porches
lower down. Everything here, except the four gargoyles, again rocky
and monumental, is crisp and dapper, to the point of elegance - a
'thirteenth century' addition to an Early French church." ^29 (fig.24)
fhe gargoyles situated at various points of the cathedral are all carved with
the heads of various animals. On the corners of the great central tower, which
reaches a height of two hundred and forty feet, are representations of the Four
Great Beasts, taken directly from the Book of Daniel, vii, 1-8. The Four Great
Beasts portray the four ancient world empires, Babylon, Persia, Greece and
Rome. ^20 Above these are the heads of four angels, each wearing a headress of

i.'d

luistlake, op.cit. p.354.
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oriental style. Here Burges easily ineorporates his eastern influences into the
fabric of the building. Of the group of towers and spires A. C. Robinson wrote:
"Exquisitely proportioned in their every part, exquisitely proportioned
in their relation to each other, and beautiful under every changing
condition of atmosphere and light, St. Finbarre's towers nobly crown
the sacred spot on which they stand a spot consecrated for more than
twelve centuries to Christian faith and Christian w'orship."^^!

Robinson, op.cit. p.24.
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The Interior
On entering the eathedral, one is immediately struek by its limited scale. The
exterior gives one a sense of vastness and enormity, while the interior appears
small and enclosed until one looks up. The sheer height of the columns soaring
to the ceiling and the triforium storey pierced by arches, through which dark
spaces over the roofs of the aisles appear, seem to belie the feeling of
enclosure. One critic complained about its "extreme narrowness and vast
height...an oppressive air of heaviness and grace."

7i-,e

interior consists of a

nave with two side aisles, a north and south transept and a choir in the apsidal
shape commonly found in Early French architecture, with an ambulatory
circling the apse. Burges seems to have favoured this shape over a squareended East end, using it in his designs for Edinburgh and Lille (fig.25).
In the nave there are three main objects of church furniture which should be
noted. Firstly the font (fig.26), which is situated at the West end of the church
and is encountered on entering the building. Made of red marble,

it is

circular in shape, mounted on an octagonal base of limestone. The centre
column is surrounded by six columns made of green marble, where "geometry
is carried almost to the point of Euclydian purity." ^

Inscribed around the

font is the inscription; "we are buried with Flim by baptism unto death." The
font, designed in 1869,^^^ was presented in 1870 by the Rev. Chafy Chafy
(1841-1916) in memory of his grandfather, the Rev. Samuel Kyle, Bishop of
Cork (1770-1848). Next is the lectern (fig.27). Made of solid brass, it weighs a
massive nine hundred pounds, with its height reaching 9ft.9in.^^^ It was
"■ ./\rlicle in Limerick Chronicle. (1878). Undated newspaper euttings. Chapter tlouse St. Finbarre's
Cathedral, C'ork.
' " Red marble was quarried at Little Island on the outskirts of C'ork.
' Mordaunt C'rook, op.cit.
Burges, Extraet from Diaries (1869), op.cit
' Robinson, op.cit. p.26.
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presented by the women of Cork at the suggestion of the Bishop in 1878.1^^
The leetern is supported by four lion's paws resting on eireular bases. Each of
the four sides is decorated with foliage, and contains at least forty-eight pieces
of crystal. On the panels of the desk are reliefs of Moses and David, both
perforated and decorated with foliage in keeping with the proper symbolism,
one of the holder of divine law, the other the ancestor and precursor of Christ.
Modelled by Nicholls, the lectern was first designed by Burges for his
competition entry for Lille in 1856. He had to wait another twenty years before
it could be finally executed. The design is a mixture of 184()'s influences,
especially Pugin in the upper section, while the lower half owes much to High
Victorian ideals. It was exhibited in Paris in 1878 by the manufacturers Jones
and Willis of London.
Directly opposite, on the Northern side of the nave, is the pulpit (fig.28).
Made entirely from stone except for a rim of red marble surrounding the top, it
was designed in 1873 and put in place in 1874. Carved into the body are the
figures of the Four Evangelists and St. Paul, each portrayed with their
respective symbols. It is supported by a central column of red marble
surrounded by four square pillars also of red marble, which rest on a plinth of
grey marble. The reading stand is of lacquered bronze,

supported by a

winged dragon, representing sin, taking flight at the sound of the gospel. The
figures of the pulpit were painted in 1933 by Eileen Dann.^^^ At the time of its
installation, the pulpit was widely criticised, being described as "some large
vat," '^Kvhile Handley Read said disappointedly.
" C'aull'ield, op.cit. p.37.
Mordaunt Crook, op.cit. p.205.
Vladc in C'ork by W. R. Harris and Co.
Maurice C'arey, St. Finbarre's Cathedral (Dublin 1984) p.22.
Ai tiele in Limeriek Chronicle, (1874). Undated newspaper cuttings. Chapter House St. Finbarre's
Cathedral. Cork.
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"No one would suppose looking at those exaggerated finials, that
Burges was a learned arehaeologist, and in the drum of the pulpit he
has all but sacrificed style to geometric shape." ^42
According to Mordaunt Crook,
"clearly this is not a matter of stumbling ugliness: it is a closely
calculated performance, an essay in abstract shapes and exaggerated
forms: as overwhelming in its impact as one of Bishop Gregg's own
sermons. Ugly or not that pulpit matches the sublimity of its
setting." ^ 43
Burges rarely if ever got it wrong. Here it is the abrupt juxtapositioning of
harsh geometric lines that produce such a startling effect. Aggressive, punchy
but not out of place, Burges never sacrificed his own personal style in order to
achieve prettiness.
fhe whole of the decoration of the interior of the cathedral is arranged so as
to reach a splendid climax in the choir and sanctuary at the East end, a tactic
used by Burges in his churches in Yorkshire, at Studlcy Royal and at Skelton.
The chancel is crammed with typical Burgesian trademarks, from the soaring
Bishop's throne to the delicate inlay on the choir walls and mosaic flooring, all
containing relevant ieonographic themes. The Bishop's throne was carved in
1878 from solid oak by Walden of London, with Nicholls doing the figures
(tig.29). It has an intricate spire reaching forty-six feet into the air, supported at
two levels by small flying buttresses. Included in the carving are portraits of the
twenty bishops who preceded Bishop Gregg. There is a fine portrait of the
Bishop himself, although sadly Bishop Gregg died soon after it was carved, and
never got a chance to use the throne himself Near the top of throne, coloured
1 landley-Read, op.cit. p.428.
Mordaunt C'rook, op.cit. p.2()6.
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figures of St. Finbarre and of kneeling angels holding the Episcopal coat-of
arms appear under the top arch. On the altar and choir sides are symbols of the
Evangelists, and on the nave side a pelican

phoenix, symbols of

Redemption and Resurrection, can be found. The chair sits on a base of red
marble, and appears like a miniature cathedral with spires, arches and columns,
"it speaks much for Burges' architectural sense, that this controlled complicated
seat, is in spirit a miniature of the whole building."
The choir stalls contain similar strong carving though none of the elaborate
decoration reserved for the Bishop's throne. Again, meaningful symbolism is
employed with images of Adam, Abraham, David and Boaz profiled on the
fmials while the misereres contain a frog, a symbol of death, and a grasshopper,
portraying carelessness. This zoomorphic symbolism appears in all of Burges'
interior work. Butterflies, representing the resurrected soul, which can be found
in the sanctuary of the cathedral, also adorn the bedroom of his house in
Kensington. Birds, frogs, fish and monkeys can be found in both churches in
Yorkshire, as well as at Cardiff Castle and at Castle Coch, Wales and permeate
the cathedral in Cork. Perhaps the similarities lie in the fact that all this work,
both in Yorkshire and in Cardiff were ongoing projects while Burges was
building St. Finbarre's. Therefore it is a natural assumption that there would be
a certain amount of repeated designs.
In 1 877, Burges wrote to Caulfield describing the mosaic pavement for the
chancel, "In the meshes are the various conditions of human life. Outside are
the (Cork) floats and weights." 1^6 Burges couldn't resist the pun, taken directly
from Matthew xiii, 47: "The kingdom of Heaven is like unto a net that was cast
We w ill see this symbol used again in Burges' chureh in Templebreedy. He constantly reuses
simdar themes and symbols.
Hilary Pyle, 'I'he decoration of Cork Cathedral', Irish Arts Review', 1990, p.33
Caulfield Letter Book, Sept. (1877), op.cit.
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into the sea and gathered every kind." Emeshed in the net are representations of
humankind; stone-mason, fisherman, doctor, chained prisoner. These motifs are
repeated in the soffits of the arches of the entrance porches and were also
car\'ed under the stairs of Knightshayes in Devon. ^^7 Interspersed with these
representations are individual fish, including an eel and lobster immersed in
stylised waves. Holding the net together are the corks placed between the
pillars of the sanctuary, and the weights placed between the posts of the
communion rail. Burges' design was reproduced faithfully from his delicate
water-colour design right down to the shadow thrown by the altar, pillar and
steps. It was made in Paris by a team of artists from Udine in Italy from
cartoons by Lonsdale for the firm Burke and Co. using marble from the
Pyrenees.

Burges concluded his theme of the Kingdom of Heaven with a

border of birds and butterflies, signifying the lleetingness of human life, on the
last chancel step, with the parable of the Sower and the Good Shepherd found
at cither end and a pelican feeding its young in the centre. The mosaic floor
was one of the last gifts donated by Bishop Gregg to the cathedral, as is
recorded on an inscription in his beloved Latin inserted in the pavement inside
the choir gates.
Set into the low choir wall, separating the chancel from the ambulatory are
carved alabaster reliefs inlaid with gold mosaic. A bizarre head emerges from
delicately carved leaves, the grotesque meeting the refined, and is repeated
throughout, interspersed with a relief of foliage surrounded by borders of green
and red marble. Similar carving can be found in the East sanctuary at
Templebreedy, Crosshaven, though on a less fantastic scale, where delicate
Burges carried out work for Sir .John Heathcote-Armory at Knightshayes in Devon, though he fell
out of fax'our with him because Sir .lohn felt the interior decoration was too lavish. The work has since
been altered. (Pyle, op.cit. p.33).
Robinson, op.cit. p.28.
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passion flowers are set into pink-hued marble. Wrought iron sereens, nine in
all, whieh hang above the choir wall combine "fine-drawn delicacy with
sturdiness and restraint,"

and are derived from medieval prototypes, as are

the choir gates and communion rail. These arc made of polished brass, wrought
in open work and composed of quatrefoils containing singing birds, foliage and
birds of paradise. They were executed by Hart and Co. of London in 187677.1

The David door found at the South end of the ambulatory is cast

entirely of bronze. Executed in 1889 to Burges' designs, it was cast by Hatfield
of London with silver inlay by Barkentin and Krall of London and dedicated to
the faithful secretary of the Building Committee, Richard Caulfield, who died
in 1 887. There again we sec representations of small animals, reptiles and birds
carved with foliage, fhe two lower panels contain winged dragons crowned,
chained and gorged. The cost of the bronze door was £1 1 1.^^^ Above it is a
carved tympanum of David playing his harp.
throughout the interior there is a harmony of design - the flat panels of red
marble cladding the walls of the nave echo the square pillars of red marble
surrounding the controversial pulpit which in turn echoes the pillars and
polished columns of the sanctuary. Integration of decoration and building is the
most striking feature of the interior where solid stone, marble and alabaster
blend easily with the carved oak and walnut, "the scintillating geometric shapes
in the chancel grille and the coquettish choir caps responds have their dialogue
with the serene Sienese colour of marble and paint.The sanctuary ceiling
is the only painted part of the roof and was completed after Burges' death
(fig.30). He intended to paint the roofs of the nave and transepts; and the details
1 landley-Read, op.cit. p.429.
Caull'ield Letter Book, Nov. 17th (1877).
Burges, Book of Furniture Designs, op.cit.
Pyle, op.cit. p.33
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are included in his Book of Furniture Designs, ^
never carried out.

nurges. Book of Furniture Designs, op.cit.
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but, unfortunately, this was

Stained Glass

The binding thread that unifies the total concept of St. Finbarre's is Burges'
complete understanding of the ecclesiastical iconography as established by the
French medieval mind. This is perhaps best expressed in the seventy-four
stained glass windows that adorn the cathedral. Burges wanted a coherent
overall scheme for St. Finbarre's, rejecting any possibility of random insertions
by difierent artists. Burges believed that lack of co-ordination destroyed the
overall effect producing "all the discordant colours of a gigantic pattern
card." 1

Thus Burges began by drawing up a unified iconographic

programme based on the Book of Revelation, continuing the theme already
seen in sculpture and interior furnishing in the cathedral. Burges was
exceptional in that he insisted on total control over all stages of design, the
sketches, the cartoons and finally the manufacture of the windows. The
sketches for the windows, including costings, arc contained in a beautifully
produced book which is kept in the Chapter House of St. Finbarre's Cathedral,
his Book of Stained Glass Designs as well as his Book of Furniture Designs
having been presented by Burges to Bishop Gregg in 1878.
Beginning at the West end, the glass runs in a cycle from The Creation
represented in the Western rose window and ending in the Second Coming of
Christ in the last most Easterly window in the ambulatory. There are several
layers to be unravelled here, in keeping with medieval iconography which
operates on many different levels.
* Please consult ground plan and list of windows for position and title of
windows (fi^. 3 1 a, 3 1 b).

Vlordaunt Crook, op.cit. p.2()4.
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On one level there is the straightforward narrative which tells the story of the
Bible and which is easily understood by those who 'read' the windows.
Beginning with The Days of Creation (fig.32a, 32b), Burges portrays the
figure of Christ, the Word made Flesh, seated on a rainbow, holding in His
right hand a pair of compasses (one of several Masonic references scattered
throughout the building). His left hand uplifted to bless the works of the
Creation. Surrounding the central figure are eight compartments. In the first is
the creation of light, the second shows the firmament dividing the waters from
the waters, in the third we see the trees of the wood, in the fourth the sun, moon
and stars while in the fifth compartment we sec the birds and fishes; in the
centre stands a peacock with his feathers displayed. In the sixth section Adam
is made tlcsh, kneeling on the ground, his hands uplifted in prayer surrounded
by all the animals. Next we witness the creation of Eve while a deep sleep has
fallen on Adam and, finally, we sec Adam naming all the animals. Interspersed
between every two sections arc allegorical representations of the heavenly
bodies - Sol, Luna, Venus, Mercurius, Jupiter, Saturnus, Mars and Herschel.
Burges chooses the West Rose window as the beginning of the metaphorical
Journey through the Bible, as the West end of the Cathedral is usually where
one enters the church. It is apt, therefore, to start our journey with the
beginning of mankind, the Creation. This is a typical device used by medieval
church builders and here it is readily adopted by Burges. The Bible begins with
the Book of Genesis which opens with the Creation of mankind, thus it was
usual for stained glass artists to begin their iconographical programme with the
C'reation starting at the west end. In France, Burges would have seen the eleven
windows of the Sainte-Chapelle in Paris which depict the different books of the
Bible beginning with Genesis. Also, in the south porch of Rouen Cathedral
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there is a long series of bas-reliefs of the same narrative character, the artist
following step by step the story of the first books of the Old Testament
This Rose window, simply conceived and easily read, takes into account its
architectural setting. Each panel contains the ruby reds and cobalt blues that
were predominant in English glass of thcl86()'s and 187()'s but here Burges
controls the colour, never letting it dominate the narrative. Up close the
window is satisfying, the figures dominating each scene with the figure of
Christ in the centre drawing the surrounding panels in around it. Mordaunt
Crook describes the Rose window as "abstract, incorporeal - the Days of
C reation shimmer in circles of prismatic light."
Burges very cleverly manages to combine the story of the Creation, as told in
the Book of Genesis: - "In the beginning Cod created the heavens and the
earth" - with the portrayal of Christ as the central energy embodied in a circle,
one of man's most profoundly sacred symbols.

The circle is a symbol of

eternity with no beginning and no end, so C'hrist too is eternal.
The windows in the nave serve as an interpretation of the Old and New
Testaments. The Old Testament is usually depicted on the North aisle while the
New Testament is portrayed on the South aisle. This depiction comes directly
from medieval times when cathedral builders associated the north with
darkness, the mysterious and unknown; so too the Old Testament is seen as
mysterious, "where truth is veiled."

The South was seen as bright, the side

of enlightenment and goodness, thus the New Testament is associated with the
South aisle of the church. Here in the nave of St. Finbarre's, Burges brings us
on a journey through stories of the Old Testament which prefigure stories from
Male, op.cit. pi32.
Mordaunt C'rook, op.cit. p.2()4.
t.aw rence Lee, Stained Glass (New Jersey 1969 ) p.22.
Male, op.cit. p. 133.
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the New Testament. For example, in the first window we see Adam and Eve
being expelled from the Garden of Eden (fig.33) which corresponds directly to
the window opposite in the South aisle, where we find Adam and Eve working,
their labours redeeming their original sin (fig.34). Another example is the
depiction of Moses and the brazen serpent (fig.35) which prefigures the story
of David's victory over Goliath (fig.36) found opposite on the South aisle. This
functions as a symbol of man's ability or power to overcome evil. In this series
of narratives in the nave, Burges is conveying key events from the Old
Testament which anticipate events in the New Testament and the coming of
Christ. Events in the New Testament will only be realised through the birth,
death and resurrection of Christ, scenes of which are found in the ambulatory at
the East end of the cathedral. Burges scheme differs from traditional medieval
iconographical programmes where the central medallion of a window which
contains a theme from the New Testament is surrounded by images from the
Old Testament which pre-figure it. Burges prefers to devote a single window to
each narrative, as we see here in the nave of St. Finbarre's. Also his
abandonment of architectural canopies within the picture plane breaks away
from the usual tradition and is line with the designs of Morris and Co. These
key events such as the sins of mankind as represented by the expulsion of
Adam and Eve and the murder of Abel, the Crucifixion portrayed by
Abraham's sacrifice of his son Isaac, ^

the power to overcome evil, and God

looking after His people are favoured themes of Burges. They can be found
repeated in the naves of St. Mary's, Studley Royal (fig.40), and Christ the
Consoler, Skelton, and can be traced directly back to the 13th century
cathedrals studied by him on his tours abroad, such as examples in Chartres,
In niedie\ al w indows, Isaac carrying the w'ood for his sacrifice was likened to Christ
bearing the cross on his back. ( Male, op.cit. p.l41).
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Rouen and Bourges Cathedrals.^

Here in the nave of St. Finbarre's Burges is

direetly ereating his own version of an ieonographieal system.
Burges eonstantly ehooses images eoneerned with building as a subtle
referenee to his profession as an arehiteet a deviee speeifieally unique to him.
Depietions of Noah building the ark (fig.38), Solomon designing his temple
(tig.39) and Nehemiah re-building the walls of Jerusalem (fig.40) are found in
these windows. We are familiar with the story of Noah building the ark to save
his family from the imminent flood but, on another level, the ark ean be seen as
a symbol of the Chureh whieh earries its people over the waters of life and also
the ark floated on the waters "to teaeh men that the Chureh finds her safety in
the waters of baptism.
I'his is one of many examples of how medieval ieonography operates on
different levels, eaeh narrative eontaining symbolie meanings. The depietion of
Solomon designing his temple is a favourite theme of Burges. There is a
earving of Solomon to be found on a tlnial on one of the ehoir stalls of St.
Finbarre's. He is also represented in the Jesse Tree in the East sanetuary
window' at Templebreedy, Crosshaven Co. Cork and in windows in both St.
Mary's, Studley Royal and in Christ the Consoler, Skelton.
In the North transept of St. Finbarre's, beneath the Rose window, are
representations of the foretelling of Christ's death and resurreetion (fig.41)
whieh prefigure the representations of the prophets interpreting the eoming of
the Messiah found in the South transept (fig.42). A typieal allegory of Chrisfs
death and resurreetion is the story of Jonah and the whale used frequently in
medieval ieonography (fig.43). Jonah is swallowed by the whale, for three days
he remains in its belly and on the third day is delivered safely; so too Christ
Male, op.cit. p 132.
Male, op.cit. p. 1.34.
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dies, lies in the tomb for three days, and on the third day He is risen. Here
Christ fullfilled inteipretations of His own death. The depiction of Job reflects
the refusal of the human mind to accept minor truths until faced with God and
then he has to accept them. Job's suffering and subsequent triumph prefigure
the passion and victory of Christ. The portrayal of the Prophets in the South
transept, Daniel, Jeremiah, Isaiah and Ezekiel, links the foretelling of Christ's
coming on Earth with the actual coming of Christ. The Prophets were like
symbols, valueless except when they were related to Christ and the
Apostles. ^
In the two wheel windows in the North and South transepts, Christ is
depicted seated in a rainbow. The North transept Rose window is concerned
with the East Judgement with Christ shown with wounds in his hands and side
(l'ig.44). Surrounding the central panel are narratives concerned with the
Resurrection. At the base of the window on the right David is depicted
composing the psalms, while to the left is a figure of Enoch holding a scroll.
The figure of David is a familiar one used by Burges and it is to be found in the
tympanum over the brass door at the South side of the ambulatory, and also in
the Jesse Tree window in Crosshaven. The South wheeled window again shows
C'hrist seated on a rainbow, holding an orb in his left hand, his right hand lifted
up in the act of benediction (fig.48). In this window we see Christ as Judge for
mankind who will raise us up on the Day of Judgement, Christ as Lord of the
Cosmos - the central energy. This image is an appropriate one as this Rose
window is packed with Masonic symbols. It was donated by the Freemasons of
the Province of Munster in memory of General Sir James Charles Chatterton
who died in 1874,'^^^ having for many years acted as provincial Grand Master.
''’"Male, op.cit. p 160.
C'auH'ield, (Annals 1887) op.cit. p,18.
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Here we find representations of the many instruments assoeiated with
freemasonry sueh as a square, level and plumb, all of whieh tools were used
during the eeremony for the laying of the foundation stone. Other more abstract
symbols can be found which relate to sacred geometry, the basis for
freemasonry, ^

sy^h as a triangle with rays, an interlaced triangle, a triple tau,

three candlesticks and Jacob's ladder.
High above these transept windows, in the clerestory are, on the North side,
depictions of Kings, Deacons, Bishops and Martyrs, taken from the Old
Testament (fig.46), examples of people who walked on earth, while on the
South side are portrayals of Patriarchs, Prophets, Apostles and Evangelists who
bore witness to the Christian story and were elevated straight to heaven
(fig.47). Medieval Christians perpetually dwelt on the figure of Christ and were
familiar with the biblical heroes who symbolically pre-figured Christ.
Symbolism of this kind is the key to many works of the Middle Ages, both
literary and artistic, without which they would remain unintelligible. Burges
approached medieval iconography from a diligently archaeological perspective,
learning the correct iconographical schemes portrayed in the many different
cathedrals he encountered. The series of windows in the transepts again echo
the clarity of image as seen previously in the nave.
'file climax of the metaphorical journey through the Bible, is the eighteen
w indows in the ambulatory, for here in this series of windows we witness the
birth, death and Resurrection of Christ. The windows are grouped in sets of
three lights, with each light containing three panels vertically arranged. The
cycle begins with a representation of John the Baptist in the first two lights.
John the Baptist prepares mankind for the coming of the Saviour through

Kirk McNulty, Freemasonry ( London 1991) p.4.
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initiating the sacrament of Baptism, the narrative concludes with his beheading
(fig.48a, 48b). The next set of three lights, deals with the infancy of Christ
(fig.49). The first contains the Annunciation, the Visitation and the Nativity.
The Annunciation is seen as a foretelling of the coming of Christ - the means
through which salvation can be found; the Visitation bears witness to the glory
of God as John the Baptist recognises the presence of God even in his mother's
womb; the Nativity is the fulfilment of all prophecy - God is present on earth
in human form. The birth of Christ could be paralleled with the expulsion of
Adam and Eve from the Garden of Eden where, finally, original sin has been
made good through the birth from a virgin womb. In the second light we find
depictions of the shepherds and Angels, the Shepherds Worshipping and the
■Adoration of the Magi. They symbolise the first people to bear witness to God
made man. fhe third light in this set shows The Might into Egypt, the Slaughter
of the Innocents and Jesus in the temple. Here we sec Christ, aged twelve, with
the Doctors, signifying the end of his childhood and the beginning of his
mission on Earth. The next cycle shows three lights concerned with the key
events in Christ's life as an adult (fig.50): His Baptism, His gathering of the
Apostles, His first miracle. His Transfiguration, ending with His Teaching in
the Temple.
In the most easterly part of the cathedral, the next set of three lights (fig.51)
depicts the Passion of Our Eord beginning with the East Supper, the Agony in
the Garden, the Betrayal and continuing on to the Trial of Jesus before Pontius
Pilate, His Descent from the Cross and, finally. His Burial in the Tomb and
subsequent Resurrection. This narrative cycle in the ambulatory ends with The
Women at the Sepulchre (fig.52), Doubting Thomas, the Ascension, the
Pentecost, The Conversion of St. Paul and, finally, the portrayal of St. John at
Patmos with the twelve elders. This last series of lights are apocalyptic visions
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of the second coming and the redemption of mankind (fig.53). This narrative
comes directly from the Book of Revelations where the seven candlesticks
symbolise the seven churches to which John was told to write. They also of
course bear a relationship to the Jewish menorah and the seven tribes of Israel.
The final light contains a scene of St. John and the Angel measuring a gate for
the New Jerusalem (fig.54). This subject is used by Burges above the doorway
at the North end where we see a sculpture of the Angel measuring the new
Jerusalem. The measuring instrument in the angel's hand is said to be the basic
unit of measurement for everything in the cathedral, the golden section, in other
words, all measurements, for towers, spires, columns, are derived from this one
measurement but multiplied and increased wherever needed. This is yet another
Masonic reference.
High above the ambulatory, in the apse clerestory, we find another series of
windows. In the immediate centre is Christ as King crucified, which relates to
the three windows of the ambulatory directly underneath it where we witness
the death of Jesus on the cross. On either side of this window are the Virgin
Mary and St. John The Evangelist, while on either side of these windows can
be found the two Marys, Mary Magdelene and Mary of Salome (fig.55).
The highly coloured figure of Christ the King almost fills the whole window
and is nearly life-size, as with the figures in the other windows in the apse
clerestory. The three central figures were cartooned by Weekes and I believe
having studied the cartoon the drawing to be more lively and freer than that of
Lonsdale.
The colours Burges uses in these windows are intense and luscious, losing
none of their luminosity even at that height and distance.
The same can be said of the windows in the clerestory in the nave. These
windows situated high up in the cathedral consist of allegorical representations
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of the signs of the zodiae. Eaeh sign is depieted in the eentre of the window
with brilliant stars in the baekground (fig.56). In medieval times these signs
were used to tell the passing of the months, thus signifying the passage of time.
They also have Masonie eonnotations, being traditionally regarded as eosmic
symbols. Though smaller than the other windows diseussed, these laneets burn
darkly, piereed by translueent stars.
The message in the windows, in eonjunetion with the eathedral's sculpture is
one of redemption and revelation. These themes, common in Victorian stained
glass, are used over and over again by Burges, at Studley Royal and at Skelton
Abbey but arc most successful in St. Finbarre's Cathedral where Burges
produced such a unified and coherent programme.
1 low successful are these windows when compared with other stained glass
being made at the time? According to Burges' biographer Mordaunt Crook "the
stained glass at Cork may not be the best that Burges produced, but it is very
fine indeed."

Charles Handley-Read wrote of the ambulatory windows,

"I'hcy arc in their way faultless. The scale and treatment of the figure
subjects, grouped throughout the series in three frames to a light, are
exactly suited to observation at close range; the lines of the lead
subdivisions are rationally placed to emphasise the units of design in a
way which at the time was distinctly advanced; and the colours notably
high-pitched and full-blooded, could be said to burn, given a little
sunshine, with a hard, gem-like flame. These windows are High
Victorian, they are among the best of their period, "l^b
However, he did remark on a number of minor faults.

Mordaunt Crook, op.cit. p.204.
I landley-Read, op.cit. p.429.
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"which must ultimately be blamed on the architect. In the round
window of the North transept, for instance, the larger metal supports
were designed in the shape of a blunt star, a shape which is at variance
w ith the pattern of the tracery and damaging to the figure subjects. A
more serious defect is the ill-judged range of translucency in the round
window at the West end where the decorations are often lost on the
beholder because of the glare from the pale glass which surrounds
them; and even if in some of the higher wdndows the details had been
designed to a larger scale, for instance in Burges' zodiac series, the
glare from the borders would still have diminished their legibility."
fhe cartoons for all seventy-four windows in the cathedral were drawn in 1869,
Burges drawing all but six of the twenty-seven clerestory cartoons, the Rose
window at the west end and the cartoon for the Rose window in the North
transept. Fred Weekes drew the cartoons for the three central figures in the apse
clerestory and for the small roundels in the transepts. All the remaining
windows were cartooned by H. W. Lonsdale, faithfully reproducing his
master's sketches. ^
Here at St. Finbarre's, many of Burges' theories on stained glass, come to
fruition for the first time in his career. Burges believed,
"it is very desirable to make the background of a highly coloured
window of a greyish greenish blue, so that the brighter glass of the
figures may tell out against it, above all, to vary the tints of the same
colour, i.c. if it is a question of a green garment, to make it up of as
many tints of green as possible, and not to cut the whole affair out of
ibid
The Itook of Stained Glass Designs was presented to Bishop Gregg by Burges in
1876 along with the Book of Furniture Designs. Most of the original cartoons are still
stored in the Chapter House of the cathedral.
lUS
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the same piece of glass. Again more variety may be got by a judicious
use of toning, which toning may be made of the powered glass, burnt
on with a flux but by far the most valuable results are obtained where
the colour varies in the same piece of glass, when in fact, it is
streaky." I
The flesh tones Burges sought in his figures ranged from pale pinks to warm
oranges even uniquely to a light ruby and these were achieved by his talented
glass maker Saunders through a combination of etching and painting, while
hair colour was achieved by the use of silver stain. Silver stain was first used in
the fourteenth century, being fired on to the reverse side of the glass in the kiln,
where a chemical reaction takes place changing the molecular structure of the
glass. The colour achieved ranges from pale lemon to deep amber.
Burges aimed in his stained glass at absolute clarity of image. The simple
outlines of the figure subjects are influenced by many of the sketches and
figure drawings done by Burges on his travels abroad, often taken directly from
thirteenth century prototypes. Another source of inspiration readily seen in
these windows was illuminated manuscripts. Burges studied around fifty of
these in the British Museum, Queen Mary's Psalter being a particular favourite.
The Queen Mary's Psalter was an early fourteenth century document known to
experts as BIB.REG. 2B ii.^^^^ Passages from the Bible were depicted in clear
inked outlines heightened with touches of purple, sepia brown, green and
yellow. The stylised poses, the clear evidence of costume and architecture and
the life and energy of the figures illustrated served as rich sources of inspiration
for Burges and he adapted many of these depictions in his stained glass
w indows. It was the sketchbook of Wilars de Honnecourt of the thirteenth
Builder, xi\ (1861) p.529.
Mordaunt C'rook, op.cit p.63.

century, rediscovered in ISSQl'^^in the Bibliotheque Nationale, in Paris, that
impressed him most:
"There is no faltering or wavering, but the line is just as thick and as
firm where it ends as where it begins. Again, in drawing things in
small, mouldings and foliage become simplified so as not to break up
the breadth of the composition."
This style of drawing clearly lends itself to designs for stained glass windows
with its clear outlines, thick lines and simplified shapes which appear in
%

Burges' stained glass, giving an uncluttered appearance and simple clarity yet
to be achieved by other stained glass artists of that period. Martin Harrison, in
his appraisal of Victorian stained glass, refutes the opinion that the windows of
William Morris and his associates, most notably Edward Burne-Jones, should
be described as the culmination of the Gothic Revival in stained glass; such a
judgement is could only have been arrived at by looking at their work in
complete isolation from other contemporary artists working from 1860
onwards. Harrison believes that although some of their earliest windows were
undoubtedly Gothic in spirit, Morris and Burne-Jones "began consciously to
reject the Gothic Revival, and in doing so founded an original nineteenth
century manner."

If we look at the work of Burges, compared to Morris and

Burne-Jones, we can see that Burges remained faithful to Gothic Revival
ideals, frequently employing rich and hotly coloured stained glass, his
interpretation being a very personal and imaginative one. Harrison considers
that stained glass produced for St. Finbarre's Cathedral is "among the very best
stained class of the 187()'s."l"^4 Thus the mantle for a leader in the field of
ibid.
Civil Enuineer and Architects Journal, xxiii (1860) p.376.
Harrison, op.cit p.39.
Harrison, op.cit p.55.
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Gothic Revival stained glass should be taken from Morris and Burne-Jones and
handed to Burges, who earned and deserves to be regarded as a prime innovator
in the area of stained glass. This includes every aspect of the medium, from
iconographical eontent to technical application.
The windows diseussed above,in the nave of St. Finbarre's, consist of single
panels of pale images on deep blue or red backgrounds (we will see this use of
dark blue glass later in the Baptism window in Crosshaven), suiTounded by
grisaille-patterned glass. This grisaille glass we will eneounter in the majority
of Burges' windows discussed in this thesis. The figures of the transept
windows "eapture all the rich colour, and the backgrounds glow like mother of
pearl, their sweeping curves and twists seeming to play their part in the drama
of the stories." *

The windows in the ambulatory, already alluded to, are

perhaps the most successful; they stand apart, each with their triple panels of
warmly coloured figures against dark backgrounds. The colour is more
coneentrated here and so lends itself more fully to the medieval ideal.
Unfortunately, in some of these windows painted detail on some of the figures
has been lost. This may be due to improper firing conditions, where the glass
never reached the required temperature, or it may be due to the use of borax
mixed with the pigment. Borax is water-soluble and therefore, if it has come
into contact with rain or been subjeet to damp eonditions, then it peels off. This
was a eonstant problem for the stainer-glaziers of the 1870's, a problem that
was not deteeted until the early 1880's.l^^^ Technieally the windows in St.
Finbarre's are highly advanced for that time. Burges uses the lead-lines to
outline the figures - in direct adaptation from medieval stained glass windows -

Pyle, op.cit. p.34.
Harrison, op.cit. p.52.
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to preserve the most important characteristie of the medium that it is two
dimensional.
None of the windows are heavily painted, thus ensuring the work doesn't
border on the picturesque which would have been utterly unacceptable to
Burges. The colour Burges used in his painting medium was umber, ranging
from light washes to heavy outlines. Burges had a good team around him.
Saunders was responsible for manufacturing the glass; this includes cutting,
painting, staining, firing and assembling the glass, all of which were supervised
by Burges. Saunders employed William Worrall as his assistant and it was he
who was responsible for the painting and staining. ^

The windows were made

in England and transported to Ireland in crates. In a letter written on behalf by
Chappie on his behalf Burges notes with dismay that some of the glass arrived
broken ^

and had to be replaced.

While the windows in the ambulatory are perhaps among the most successful
ever made by Burges, the windows in the nave arc a little disappointing. This is
due mainly to Burges' use of large areas of grisaille patterning; while the use of
grisaille glass can be very satisfying, here it tends to distract the eye away from
the main narrative of the windows, dissipating the colour. When Burges first
produced cartoons for the windows in 1869, he included estimates for each one.
The overall cost was to be £5,()()(). However, the Building Committee took so
long in passing the design for each window (sometimes it stretched to months,
even years), that Burges saw fit to adjust the cost upwardly so the original
estimate ended up being much more. ^

Two designs destined for the apse

clerestory, of Lazarus and John the Baptist, were never executed due to lack of

Vlordaunt Crock, op.cit. p.2()4.
Caulirelci Letter Book, May (1878), Chapter House, St. Fiiibarre's Cathedral, Cork.
Book of Stained Glass Designs, (1876), Chapter House, St. Finbarre's Cathedral, Cork.
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funds although the original designs and full size eartoons are still in
existence. ^
The Building Committee rejected the original design for the first window of
the nave - The Expulsion of Adam and Eve from the Garden of Eden - deeming
it to be too risque (fig.57). Burges was furious. In his drawing he had portrayed
a naked Adam and Eve to which George Webster objected. "The archdeacon
and Dr. Webster arc bitter against me," Burges wrote to Caulfield in 1869,
"I am utterly disgusted and the sooner Gladstone makes short work of
the Irish Church the better.. 1 am sorry to see Puritanism so rampant in
Cork...l wish we could transport this building to England."
In the same year Burges produced a second drawing with Adam and Eve
dressed in foliage tunics that reached to their knees, and this was accepted
(fig.58).
fhe various windows were paid for through various donations by wealthy
patrons of the cathedral who wished to commemorate their deceased loved
ones. Many prominent local families, as well as high-ranking members of the
aristocracy arc represented here. For example, the Rose window in the North
transept was set up to perpetuate the memory of the third Earl of Bandon while
the memory of the Earl of Carlisle is commemorated in the windows beneath it.
One of the windows in the ambulatory, containing the narratives of Jesus and
the Woman of Samaria and the Transfiguration, was donated by Saunders,
Lonsdale and Burges and it bears the inscription: "This window was given by
Messrs. Saunders and Co. Glass Painters; M. W. Lonsdale, Artist and W.
Burges, Architect; who have all worked at the windows of this cathedral."
Another window in the ambulatory, containing the four Beasts and the seven
I'he original cartoons are stored in the Chapter House of St. Finbarre's Cathedral, Cork.
C'aulfield t.etter Book, undated letters (1869), Chapter House, St. Finbarre's Cathedral Cork.
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candlesticks, Burges had intended as a memorial to his own father when he
died; however Burges pre-deceased him and so it became a memorial to the
architect soon after his death in 1881. A letter written to Dr. Caulfield by a
member of the Building Committee confirms the sad irony:
" A very touehing eireumstanee awakens feelings of peeuliar interest
and sorrow in eonnection with the window now consecrated to the
memory of its lamented architeet of whose genius and exquisite taste
in designs of high art the building itself with all its decoration and
furniture, though still in an unfinished state is the noblest
monument." *

Letters to C'aulfield from E.Evans (a member of the Building Committee), 6th May
(1884). C'aulfield l.etter Book, op.cit.
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CHAPTER THREE

William Burges’ other ecclesiastical work in County Cork

Holy Trinity, Templebreedy, Crosshaven, Co. Cork

Tcmplebreedy meaning Church of Bride from the Irish Teampaill Bhride
w as built in 1866 (fig.59). William Burges secured the commission to build a
new' C'hurch of Ireland while in the throes of building St. Finbarre's Cathedral
in Cork. The original church of Templebreedy (built 1779) was situated on a
site close to the sea in the town land of Kilcolta, Crosshaven Co. Cork. ^
Wealthy landowners, the Hayes family, who had been granted land in the
seventeenth century^ donated the land for this church. By the 186()'s the
church had fallen into disrepair and was regarded as being too small for the
growing congregation. Nowadays the ruins of this ancient church can be seen
for several miles, acting as a prominent landmark for sailors. The surrounding
graveyard is still used today as a burial ground.^
A deseendent of the Hayes family, Thomas Hayes, in 1866, donated a parcel
of land to the Church of Ireland which was part of his residence in the
tow'iiland of Kilnaglore, close to the village of Crosshaven. At the same time,
Mr. Hayes gave a similar piece of land to the Catholic Church which was also
in need of new- premises (some years earlier a branch of the Hayes family had
converted to Catholicism^) There they built a new' church and convent. These
two churches now stand side by side on a hill overlooking the harbour of
Cross haven.
Robert Walker .Inr. who was offered the original building contract for St.
Finbarre's, was offered Templebreedy when he became embroiled in
controversy with the Cork Building Committee. The relationship between
'
■
'
^

C'harles Webster, I'he Diocese of Cork (Cork 1920) p.386.
Inter\ ie\v with the Reverend Lionel Mackey, The Rectory, C'rosshaven, April (1998).
W'ebster, op.eit. p.386.
InteiN'iew with Lionel Mackey, op.eit.
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Walker and Burges is difficult to assess. We know Burges was annoyed with
Walker's quibblings.^ However Walker was a qualified architect himself and
perhaps Burges sympathised with his frustration. They both worked closely
together on the building of Templebreedy where Walker had the means and the
workers to enable him to work on a smaller scale and, more importantly, there
were no committees to deal with. This seems to have suited him better.
The design of Templebreedy is reminiscent of early Hiberno-Romanesque
architecture of the lOth century which consisted of a single cell development
with a high pitched roof This later increased to a two cell structure consisting
of a nave and chancel. Burges adapted this information when drawing up the
plans for Templebreedy. Also included in the design is an entrance porch
similar to that at Studlcy Royal and a round tower.^^
The exterior of the building is muscular yet refined and, compared to St.
Mary's, Studlcy Royal, it looks somewhat untlnished. To an extent it is
unfinished, as the round tower was never built. However when one considers
Studlcy Royal was Burges' last great church, one can appreciate his wish to
give it his all, and, given that his patron was the Marquis of Ripon, one can
understand his desire to produce a lavish monument to one so wealthy. In
Templebreedy it was quite the reverse. This was a small rural community with
neither the wealth nor the appreciation for a building like Studley Royal.
Burges understood this immediately and designed a church that reflected the
lives of the congregation as a whole. I'he effect is understated, refined and
simple, yet has all the qualities you would expect from Burges - "the smooth

William Burges, Small Note Books, (1865). (R. 1. B. A Drawings Collection)
The architectural drawings of Templebreedy are stored in the Chapter Mouse, St. Finbarre's
C’athedral, Cork.
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plate tracery, the low-slung bcittered porch, the overscaled voussoirs are all
Burgesian trademarks."
The exterior bears local Romanesque features surrounding the windows
similar to those found in the ruined Ardmore monastery, Co. Waterford, for
example. The entrance porch at the south end is identical to that at Studley
Royal and Skelton Abbey (fig.60), arched to a steep pitch although while
Skelton aims to keep one at a distance,^ the complete opposite is the case with
Templebreedy, which gives a feeling of welcoming.
Burges had a passion for round towers.Medieval in origin, they were built
primarily to protect the clergy from attacks from invaders. There are still a
number remaining in Ireland, the best known being at Glendalough, Co.
Wicklow. On the site of the present Cathedral of St. Finbarre in Cork it would
seem that an ancient round tower once stood. A map of Cork made in 1600
(fig.61) records that this tower measured over one hundred feet high by ten or
twelve feet in diameter.

The average height of the round towers in Ireland

measured ninety-eight feet with an internal diameter of seven to nine feet. ^ ^
Thus it would seem that the round tower in Cork, known on the map as 'the
Watchc,' would have been one of the celebrated round towers of Ireland.
Burges certainly knew of the previous existence of a round tower. He
alluded to it in an article he wrote for The Architect in 1869: "The old views
and maps of Cork show...a round tower...all traces of which are now quite
lost."
Mordaunt Crook, op.cit. p.2()9.
As prex iously discussed, Skelton was built as a memorial church in 1871 to Frederick Grantham
Vyner.
Mordaunt Crook, op.cit. p.2()9.
Robinson, op.cit., p.2().
" ibid,
ibid.
” William Burues, 'St. Finbarre's Cathedral,' The Architect .Ian 16th, (1869).
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It was inspired thinking on Burges' part to take a pieee of St. Finbarre's
history and reproduee it in a new setting, thus mixing his beloved "Early
Freneh with Irish Vernaeular".

His extraordinary ability to eombine different

styles, to maintain eontrol over that design and to have the eourage and
determination to see it through reveals a highly original mind. In his drawing of
the round tower, he managed to add a crowning arcade and a conical dome, an
Early French influence taken from the towers of the Cathedral of Notre Dame
la Grande in Poitiers.
However the tower was never built. It was referred to in an article in the
Cork Advertizer of 1 860 "It is intended at present to complete only the nave and chancel,
leaving out the imposing tower that is yet to adorn them, as the
necessary funds for it have not yet been subscribed, but there is little
doubt that once the main building is erected, the tower will be soon
after seen rising from its base and adding an additional beauty to so
beautiful an edifice and so interesting a locality." ^
It is understandable that there was a shortage of funds at this time, such had
been the drive to raise money for the more important St. Finbarre's Cathedral.
Templebrcedy was in a poor rural area where there would have been little
money to spare. ^ ^ It is worth wondering if the tower will ever be built. The
plans still exist, but with the dwindling numbers in the Protestant community
and a lack of religious spirit among the present generation, it is hard to see it
happening in the future.

'■* .I.Mordaunl Crook, op.cit. p.209.
" ibid.
uArticle in Cork Advertizer, 1st Nov. (1866).
d'he estimate for building the church was £1,700 plus £600 for the tower. Chapter House,
St. finbarre's Cathedral, Cork.

90

On the 31 st October 1866, hundreds of people flocked to the site of their
new church to witness the laying of the foundation stone. ^ ^ Bishop John Gregg
officiated at the ceremony and, as usual, enthralled the crowd with his stirring
eloquence. The Bishop, who was fluent in his native tongue, delighted the
hundreds of country folk, who had travelled from neighbouring townlands,
w hen he spoke to them in Irish.

Many of the local wealthy families were also

present at the ceremony as were some members of the Building Committee of
St. Finbarre's, for example T. R. Lane and E.Newenham. Robert Walker was
also present.2b
On entering the church one is immediately struck by its airiness. In contrast
Studlcy Royal and Skelton Abbey are dark and crammed, full of ornate
sculptural fittings, painted facades and ceilings, stained glass, all typical of
Burges. Here, in femplebreedy, there is a lot more light coming through,
primarily because of the lack of a complete scheme of stained glass, but also
because Burges deliberately pared down his design to suit the congregation
w ho worshipped there. As for the exterior, he employed simple FlibernoRomanesque mouldings around the inside borders of the windows.
At the West end of the church are two large w indows both designed by
Burges. Both of them show the sacraments that were initiated by Christ. The
stained glass window on the North side, is the Baptism of Christ. Even though
Christ didn't initiate this sacrament since He was the recipient. He was the first
to declare it a sacrament (fig.62). We see Jesus standing in the water, a simple
red cloth tied around His waist. Both hands are joined together in prayer, his
appearance is humble. This is Jesus the man equal to all other humans who are

Article in Pork Advertizer op. cit.
ibid.
ibid.

guilty of sin and have to be eleansed. John the Baptist stands on a grassy bank
at tbe river's edge, slightly higher than Jesus. In one hand he earries his staff,
with the other he anoints Christ with the holy water. Surrounding the head of
Jesus is a halo of red and white. Above both figures is the symbol of the Holy
Spirit, the white dove with red rays radiating out from its centre. Below the
figures is the inscription, "This is my beloved Son with whom I am well
pleased,"

spoken by the Holy Spirit.

Burges handles this subject matter with his usual style. The red cloth
wrapped around the figure of Jesus echoes the red of the halo surrounding his
head and that of John the Baptist. The figures dominate the scene thanks to the
use of the dark blue flashed glass that has been subtly etched to give varying
degrees of tones behind the two figures. J his dark blue colour is exquisite and
helps to highlight the flesh tones on the figures. John the Baptist is seen
wearing a short brown garment, simple and understated, in keeping with
echoing the life of the saint. The outlines of the figures are reminiscent of the
simplified line used by artists in illuminated manuscripts and in keeping with
Burges' ideas on figure drawing, as previously discussed. Above the section
containing the narrative we sec a complex grisaille design consisting of three
circular floral motifs with diagonal crosses behind them. This design is similar
to windows in the nave of St. Finbarre's Cathedral where grisaille glass is used
frequently. Underneath the central light is a representation of the coat of arms
of the donor of the window, Mr. Standish Darby O' Grady. Surrounding the
entire window is a border which consists of pale blue and red glass. The pale
blue glass is permeated by lead lines it to give the impression of water, echoing
the rippling water in the central light. This depiction of water can be traced

The Ciospel of St. Matthew. 3:16-17.

92

directly back to thirteenth century prototypes for example at Chartres in the
window depicting the Legend of St. Eustace (fig.63),22 where the motif was a
common device used to portray water. Alternating with the blue glass is a
simple rectangle of red glass divided into four. In the middle is a tiny circular
flower detail similar to the daisy motif found on the tiled floor of the chancel in
the church (Eg.64). In the window of'David with the head of Goliath' (fig.65)
(1876) from the nave of St. Finbarre's, Burges employed a similar border. We
see an identical use of blue and red glass with the same floral motif at the
centre of the red rectangle. The blue glass contains the same ripple effects as
the Baptism window, but whereas in fcmplcbrecdy lead lines were used to
create this effect, in St. Finbarre's the glass has been carefully etched to
produce a more subtle finish.
In the West end window on the South side of Templebreedy we see the
representation of the Eucharist, (fig.66) this also was a sacrament implemented
by C'hrist. We see Christ sitting with two of the Apostles. Close by is a jug of
w ine and a plate. Here .lesus breaks bread with His followers and declares that
this is His body and the wine His blood. Again in this window we have the use
of dark blue glass in the background to intensify and highlight the figures in the
foreground. The figures are portrayed in bright colours, Christ appearing in a
bright blue cloak which seems to radiate light. One Apostle stands over the
figure of Christ, almost in the background, with his hand to his mouth in awe,
w hile the other Apostle sits at the feet of Jesus in a submissive position, clothed
in a green garment and red cloak. Beneath the central light in this window is
the coat of arms of the wife of the donor, Mildred.

E. Male. p.3.
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Burges' use of colour in both these windows is far more intense and dense
than many of Burges' windows in Studley Royal and in St. Finbarre's. Even
surrounded by grisaille glass, they both appear dark. It is the use of the dark
blue glass in the background of both panels, in my opinion, that gives these
windows such a rich, luscious quality. Burges uses this colour sparingly in
Studley Royal so that it is not used at all as a background colour, white glass
being the preferred choice. In St. Finbarre's it is used mainly in the ambulatory
windows where the effect of the rich blue glass v.^orks well with the other
colours used, so the overall appearance is bright rather than dark, and there is
no grisaille patterning.
f hese arc not lavish windows, though their richness of colour would suggest
otherwise. Both consist of simple narratives, easy to comprehend and
appreciate, surrounded by simple grisaille patterning. Burges kept in his mind
the setting in which these windows would be - a rural parish populated by
country folk.
In the nave of the church towards the chancel, there are two more windows
by Burges on the north side. Neither of these windows has any narrative
content, containing instead simple criss-cross patterning. If one looks closely,
both windows have identical patterning, the only difference being the size of
the shapes within the simple design.
In the window on the left, Burges uses small red and blue circles (fig.67),
while in the one on the right, which was donated by Burges himself, the shapes
are lozenges (fig.68). On examining the window further, one can see that the
top half of the window is a reverse image of the bottom half. Also four circles
or squares make the shape of a cross, while the plain white glass of the
background, very cleverly, makes up several St. Brigid's crosses. This shows
how alive Burges' mind was, so that in a very plain window he could include
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something relevant and signifieant to that ehureh - St. Brigid of eourse being
Naomh Bride, the patron saint of the ehureh.
There are other stained glass windows on the south side of the nave, not by
Burges, one of St. George, the other, St. Nicholas, patron saint of the sea.
Obviously later than the Burges windows, Jeremy Williams in his Companion
Guide to Architecture attributes them to Heaton Butler and Bayne.
On cither side of the chancel arch are beautifully carved corbels, one of a
pelican, the other of a dragon. The pelican is commonly used as an allegory of
the Passion of Christ (fig.69).
"With its bill and claws, the mother bird caresses her offspring with
such devotion that she kills them. After three days the father arrives
and, despairing over the deaths of his young, rips at his own breast
with his bill. The blood that spills from his wounds revives the dead
birds.” 24
The most popular account differs slightly from this in so far as the young of the
pelican, as they grow older, become unruly and disobedient. In anger the
pelican strikes its young, killing them. It mourns bitterly for three days and on
the third day pecks its own flesh until it bleeds, the blood falling on the young,
reviving them.25 Some accounts refer to the father bringing the children back
to life, in others it is the mother; however, the significant part is the reviving of
the young through the giving of blood by the parent.
Similarly, with the Passion of Christ, we are told that Christ loves His
children but that we too have become unruly and disobedient. Thus Christ dies
on the cross for us, sheds His blood for us and on the third day is brought back

■' Jeremy Williams, A Companion Guide to Architecture in Ireland, 1837-1921, (Dublin 1994), p.86.
Jorge Louis Borges, The Book of Imauinarv Beiims. (London 1974) p.l 14.
Anne Payne, Medieval Beasts, (London 199())p.72.
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to life in order that we too ean be revived on the Last Day. This analogy was
very popular in medieval symbolism and was frequently used to illustrate this
partieular theme.The peliean in Holy Trinity, Templebreedy is shown with
its elongated beak holding the head of its dead child. The pelican is portrayed
as a graceful creature, its wings spreading out seeking comfort. Its grief is
almost tangible. The dead bird at its feet has its head resting on the beak of its
parent, both parent and child entwined. The carving is simple - the message is
solemn. Burges, in using this allegory, is showing us the significance and
importance of the Eucharist.
On the other side of the entrance to the chancel, on the south side, is a
seulpturc of a dragon (fig.70). In medieval times, the dragon was seen as a
cunning creature who out-witted his attackers. He is known to have fed on
elephant blood by coiling around the elephant and sinking its teeth into it.^^
fhc most popular portrayal of the dragon is in children's fairy tales, where it
appears as a large green reptile with wings and pointed tail with fire belching
from his mouth, smoke from his nostrils. Here is also a symbolic reference to
the Devil. Seen as a representation of sin and heresy, the dragon was pitched in
battles against St. George and St. Michael. Its fire-breathing element is likened
to the fires of Hell. Its cunning nature is compared to that of the Devil as he lies
in wait "for those treading the path towards Heaven, entangles them with
insidious deceit, knots them up with sin and dispatches them to Hell."
The use of the pelican and the dragon could be said to represent good and
evil. The pelican, full of love and devotion, tearing its own flesh for its young

ibid.
[torges, op.cit. p. 152.
Payne, op.cit p.82.
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to be revived is a symbol of goodness, while the dragon, fiery and cunning
personifies the Devil, the ultimate image of evil.
On entering the chancel one is immediately struck by the building's stark
simplicity. There is nothing elaborate here, no trumpeting angels heralding the
greatness of God, painted gold and marching towards heaven, or monstrous
gargoyles glaring from a height. But what is present is a sereneness, a quiet
calm, from the simple daisy motif on the tiled floor to the pale red marbling
surrounding it (fig.71).
The ceiling is the only surface that Burges painted and here again, as
throughout the building, he maintains control and understates rather than
overdoes it. Across the wooden ceiling are elaborate representations of the sun
and tleur-dc-lis, interspersed to form a simple pattern. The sun symbolises
central energy, meaning God, while the tieur-de-lis motif symbolises purity.
The sun design Burges uses here is reminiscent of symbolic references in
freemasonry and in medieval symbolism.2^^
Set into the marbling on the east side of the chancel is an intricate carving of
the passion flower motif (fig.72) similar to the carving found inlaid into the
choir wall of St. Finbarre's Cathedral. Sculpted from delicate alabaster, the
passion flower symbolises the Passion of Our Lord. According to one account,
the ten petals of the passion flower represent the Apostles, Peter being absent
because he deceived his Master and Judas because he betrayed Him.^^
However, Burges represents the twelve here, using twelve petals. The three
styles in the centre refer to the Blessed Trinity, although they have also been

Mac Nulty, op.cit. p.48
Edward I lulme. Symbolism in Clinstian Art, (Dorset, 1976) p.l9().
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likened to the three nails on the cross.^ ^ Burges probably adopted the former
meaning to make a subtle reference to the name of the church - Holy Trinity.
Directly above this carving, we find the marvellous sanctuary window
(fig.73). This East window is a wonderful representation of the Jesse Tree.
Made up of three separate lights, the branches of the tree in the centre spread
into the lights on either side.
In medieval times, illuminators and glass painters often represented the
genealogy of Christ in the form of a tree, the Tree of Jesse. This comes from
the Book of the prophet Isaiah "And there shall come forth a rod out of the root of Jesse and a flower
shall rise up out of his root. And the spirit of the Lord shall rest upon
him: the spirit of wisdom, and of understanding, the spirit of counsel,
and fortitude, the spirit of knowledge and of godliness. And he shall be
filled with the spirit of fear of the Lord...In that day shall be the root of
Jesse, who standeth for an ensign of the people."
The Tree of Jesse first appeared in European art and architecture as a device
in the twelfth century, and became exceedingly popular in the thirteenth and
fourteenth centuries "occurring in stained glass, mural paintings, illuminated
manuscripts, sculpture, wood carving and embroidery."

The foliage is often

that of the vine, the symbol of spiritual fruitfulness and alludes to the line: " I
am the vine, ye are the branches." ^4 Burges' use of the Jesse tree is a recurrent
theme in his work; we know it from his East window (1860) at Waltham
Abbey, Hartfordshire which was cartooned by Edward Burne-Jones. Burges

" ibid.
Isaiah. 11; 1-2.
" 1 lulme, op.cit. p. 194.
the Gospel of St.John. 15:4-5.
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would have seen many medieval examples abroad, particularly in Chartres
Cathedral, France.
Jesse is represented as recumbent, the tree springing from his loins,
spreading into luxuriant foliage and bearing on its numerous branches the
various royal descendants who are mentioned in the first chapter of the Gospel
of St. Matthew.The name of each descendant is usually inscribed on a label
in close proximity to the figure, a device which we find here in these lights.
Usually the Jesse Tree is represented in a single light, with Jesse at the bottom.
Among the branches arc Christ's descendants and at the summit of the tree, the
Virgin Mary is usually portrayed hearing in her arms her Divine Son. In the
uppermost section of the Tree, Christ is usually depicted in Majesty, seated on
a rainbow, with an aureole of seven doves, symbolising the seven gifts of the
Holy Spirit.
However, here Burges departs from the usual scheme. Instead of a single
light, Burges uses three separate lights. Jesse is portrayed at the bottom of the
central light, giving birth, as it were, to Chrisfs genealogical tree. Standing
among the branches at the top of this light w e find King David composing the
psalms (fig.74). On either side of King David, in separate lights, we find King
Solomon and King Boaz. Solomon (fig.75) is typically portrayed with a
miniature of his temple. As mentioned earlier Burges frequently refers to this
motif We have seen it represented in sculpture and glass in St. Finbarre's
Cathedral, and it is repeated in the windows of Skelton Abbey and Studley
Royal. Solomon is depicted clothed in the regalia of a High Priest, his garment
traditionally made from tiny pieces of material, is adapted by Burges, who uses
small individual squares of glass.

't he Gospel of St. Matthew, Chapter
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On the right we see King Boaz, (fig.76), a wealthy landowner in the Old
Testament and probably being used here by Burges because of his rural
connotations. Boaz carries a sheaf of corn which makes reference to the story
of Ruth who having being widowed, looked after her elderly mother-in-law.
When the corn had been harvested from Boaz's land, Ruth gleaned any
remaining corn from the fields to feed herself and her mother-in-law. Boaz is
shown watching her and, struck by her compassion, takes them both in.
High above these three lights we see Christ in Majesty surrounded by six
roundels radiating from the centre (fig.77). This scheme refers to the seven
gifts of the Holy Spirit, the seventh roundel being the centre panel. Christ is
portrayed seated on a rainbow; in His left hand He holds a globe which refers
to the world He created a motif frequently used by Burges. We know it from
the west Rose window in St. Finbarre's and it is also seen above the three lights
of the East window in Frankfield, Douglas in Co. Cork. It is derived from
ancient representations of Christ fashioning the universe, for example, in a
painting from the Bible Moralisee (fig.78) of c.1250. It also has Masonic
connotations, reflecting the Divine presence, the central energy controlling the
universe He created. Burges intended this duality of interpretation to be
implied, working as he did on several iconographical levels at one time, as we
have seen previously in St. Finbarre's Cathedral.
These lights in Templebreedy are a new departure for Burges. He certainly
didn't repeat this interpretation of the Jesse Tree at Skelton Abbey or at Studley
Royal. The fluid lead lines of the branches of the tree entwining Kings David,
Solomon and Boaz seem alive. The bold and innovatory scheme is all the more
successful due to the exquisite glass used. In the background Burges uses a
wonderful opalescent glass. The colour is mother-of-pearl with a green hue
permeating it which causes it to shimmer in the light. The use of this variegated
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glass is in line with his theories, already discussed, on the importance of
background colour. According to Dr. David Lawrence, "The Jesse window has
vigorous drawing and a superb quality to the streaky glass in the
backgrounds.
Also in the chancel are four small windows, three on the south side and one
in the north end. In the centre of these small windows are roundels of the Four
Evangelists, Matthew (fig.79), Mark (fig.80), Luke (fig.81) and John (fig.82),
with elaborate grisaille patterning surrounding their portraits. These windows
are similar in design to the windows found in the clerestories in the north and
south transepts of St. Finbarre's Cathedral
Because of the lack of documentation regarding the actual building of the
church and the outstandingly high standard of workmanship and
complementary iconographical programme, one can only assume that the
carvings of the corbels, the laying of the marble and the tiled floor were all
carried out by the artisans working on St. Finbarre's at that time. It would seem
natural that Burges would use the same craftsmen to execute this work, rather
than having to seek out and rely on other unknown workers in the area.
J he cartoons for the stained glass windows are almost certainly from Burges'
own hand though, as Dr. Lawrence has stated, "it is not easy to untangle the
Burges, Wcekes, Lonsdale knot."

However, it seems clear that these are

Burges' lights, his characteristic use of variegated colour is repeated over and
over again, as is his arcane iconography. Unfortunately the cartoons for these
windows in Templebreedy no longer exist. It is almost certain the glass was

l)a\'id Lawrence, Report on Stained Glass in Cork, (1992), p.9.
ibid.

made by Saunders, (perhaps these windows were the first stained glass
windows made by Saunders for Burges). They were exeeuted in 1868.^^
Overall, the effeet is very pleasing and ealm. Although it is unlike Studley
Royal or Skelton Abbey in deeoration, Templebreedy possesses a partieularly
unique eharm beeause of its simplieity and laek of seulptural fittings. It is
diffieult not to be sedueed by its simplieity. Without any self-indulgenee,
Burges has managed to produee a distinguished, beautifully erafted eountry
ehurch that easily f ts into its surroundings.

Holy Trinity, Frankfleld, Cork.

Burges seemed at least four other eommissions in Cork arising from his
work at St. Finbarre's Cathedral and his extraordinary relationship with Bishop
John Gregg. As diseussed above, his first eommission after St. Finbarre's was
Templebreedy in Crosshaven. Around the same time he was eommissioned by
Robert Gregg son of Bishop Gregg to design an additional south aisle and
vestry to St. Peters, Carrigrohane outside Cork. He also designed stained glass
windows at Floly Trinity, Frankfield, Cork and St. Luke's, Douglas Cork.
Another stained glass window ean be found in St. Caniee's Cathedral Kilkenny,
also alterations to the parish ehureh at Bunelody Co. Wexford.
Robert Gregg was reetor at Frankfield Cork from 1862 -1865. Frankfield
was one of seven ehurehes built or rebuilt during Dr. Samuel Kyle's episeopate.
Dr. Kyle had been made Bishop of Cork in 1831. Holy Trinity was built in
1838 and eonseerated on 26th May 1839.^^^ Frankfield (fig.83) was built at the

Burges, extract from Diaries. 1868, op.cit.
Charles Webster, The Diocese of Cork, (Cork 1893) p.344
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sole expense of Samuel Lane of Frankfield House.Lane was a wealthy
merehant and a member of the Lane family among whose descendants was
Hugh Lane after whom the Municipal Gallery in Dublin is named. Another
relation, T. R. Lane, was a member of the Building Committee of
St.Finbarre's."^^
The East Sanctuary window in Frankfield consists of three lights (fig.84).
First discovered in 1992 by Dr. David Lawrence during a routine survey of the
condition of stained glass in Cork, it is difficult to ascertain its exact date of
execution. However, I would assume that because of Burges' relationship with
the Gregg family, these three lights were either executed between 1862 and
1 865 when Robert Gregg served as incumbent or later, while Burges was
building Femplebrccdy. In fact, they could have been made at any time during
the twenty year period Burges was associated with Cork. Presumably, these
windows were made sometime in the 1 86()'s, probably the latter half because
the glass used in these windows has an extremely authentic medieval quality
about it, appearing intense and rich (perhaps Burges used some of the old glass
from the previous cathedral of St. Finbarre's?).
On the left hand side of the East window we find the three figures of
Humility, 1 emperance and Chastity (fig.85). Each figure bears its own
inscription close to it in a similar manner to the f gures of the Jesse tree in
Crosshaven. Humility stands with her head bowed, staff in hand, the rich bluegreen of her cloak reminiscent of the glass used in the Baptism window in
Templebreedy. Above this we End Temperance or Patience standing serenely
clothed in a red cloak and purple garment and above her the figure of Chastity
stands with hands Joined in prayer. The centre panel consists of Faith, Hope
ibid.
■*' Vestry Minute Book, (1863) op. cit.
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and Charity (fig.86). Faith is represented holding a chalice which is taken
directly from the poem Psychomachia by Prudent!us"^^ a frequently used
source by Burges which we saw earlier represented in the gargoyles above the
west front of St. Finbarre's, Cork depicting virtues and vices. Many sculptors
and stained glass artists of the twelfth and thirteenth centuries used this theme
of the Virtues victory over the Vices. An early version of their conflict can be
seen surrounding the arch of one of the porches in the West front of the
Cathedral at Laon. Burges, on one of his many excursions abroad, visited Laon
and would have seen this representation. Though there are generally seven
well-known Virtues and Vices, in some instances up to twelve were used, for
example at Strasbourg Cathedral.43 However, here at Frankfield, Burges uses
nine. Above Faith, we see Hope. Hope is normally represented as a winged
figure who raises her hands to heaven, with an anchor nearby.44 Here we see
the figure of Hope carrying a casket; above her Charity carries a white cloth. In
the uppermost section of this window, Christ is seated in Majesty (fig.87),
identical to the figure represented in Crosshaven, with a globe in His left hand
and His other hand held aloft in benediction. To the right of the central panel,
three more Virtues are represented (fig.88). At the bottom. Fortitude, the only
Virtue to have her name inscribed on her cloak ("to be cloaked in fortitude"),
bears in her hand a sword, while at her feet is a lion. Above her is Prudence.
Prudence may often be seen with two heads, carrying a mirror or a serpent.
Here Burges digresses from the usual portrayal and shows her carrying an
incense burner. At the top of this panel we find Justice carrying a sword and the
customary scales. Interspersed between each figure Burges has inserted foliage

44

Male, op.cit. p.99.
ibid. p.l()5.
(ieorge l-'erguson. Signs and Symbols in Christian Art. (Oxford 1959), p.60.
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similar to that found at Crosshaven. Burges' use of foliage is eommon to
Vietorian stained glass as a means to fill background areas. It also reflected the
stained glass artist's desire to return to nature and to embrace a less
materialistic attitude. It was also frequently used by artists of the middle ages
not just glass makers but sculptors also.
These three panels are delightful in their simplicity yet portray an intensity
of colour, achieved as a result of the narrow structure of the apertures (the
centre panel is 8" wide, the other two a mere 7") which causes the colour to be
concentrated. The overall effect is one of shimmering beacons of colour.
Referring to these windows in his extensive survey. Dr. Lawrence says,
"this use of variegated colour was in line with one of Burges' own
theories and we sec it in the mixed tints in the backgrounds at
Frankfield."^^
These panels were more than likely from the hand of Burges himself, though
as mentioned earlier, it is often diff cult to separate his work from that of
Lonsdale. However Burges always maintained strict control over the design.

St. Peter's, Carrigrohane Cork

In 1865, when the foundation stone of the new cathedral of St. Finbarre's
was laid and building began with much fervour, Robert Gregg became rector of
St. Peter's in Carrigrohane, on the opposite side of the city to Frankfield
(fig. 89a, 89b). In 1854 when Rev. Dr. Hodder was incumbent, the chancel,
west end, tower and spire were erected by Joseph Welland, improving the
existing structure greatly.As soon as Gregg became rector on Plodder's
Lawrence, op. cit p.9.
Webster, op.cit. p.34.
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death, he immediately arranged for Burges to design an additional South aisle
and vestry. Burges must have been delighted. Even though it was quite a small
commission, Burges was able to make the most of it. From the exterior it is the
pitch of the roof that is the most remarkable feature. It is angled in such a way
that it seems to dwarf the rest of its surroundings. Similar grey stone is used as
in Templebreedy though that is where any similarity ends. The tiny windows in
the south wall are set in blocks of three and bear none of the HibernoRomanesque features of Templebreedy. From the interior, the slit windows
seem to draw the roof down and make the space seem smaller than it actually is
(fig.9()a, 9()b). Again, with the interior, Burges made the most of his design:
"The slit windows, the curved mullions of the vestry, the polygonal shafts set
into the thickness of the low arcade wall; all reveal an original architectural
mind."^^ Of the glass which has replaced Burges' original glazing David
Fawrenee remarks "d'he leaded-lights recently installed are made of entirely inappropriate,
machine-made glass with artificial moulded "scratch-marks." These are
offensive to the eye, both from inside and outside and, furthermore in
sunlight, the effect of the shadows cast by this glass on the splendid
Burges reveals and columns is an architectural disaster."48
However, the beauty of the dark wood of the ceiling, the smooth stone of the
columns and arches make this annexe very appealing.
The East sanctuary window contains three lights by the Pre-Raphaelite artist,
Henry Holiday (1839-1927). The main panels depict Temperance, Fortitude
and Justice (fig.91). The upper sections contain grisaille work in the thirteenth
century idiom and the lower panels are heraldic devices relating to the Royal
Mordaunt Crook, op. cit. p.2()8.
Lawrence, op.cit. p.35.

06

Welsh Fusiliers. Arthur Lionel Tobin, to whom the window is dedicated, was a
member of the Building Committee of St. Finbarre's.^^
It is believed this window was made by Holiday during a period when
Burges was trying to partner Holiday with Albert Saunders, who did all of the
glass work at St.Finbarre's and most of his other stained glass windows. Burges
was trying to establish a collaboration similar to the successful one created by
William Morris and Edward Burne-Jones. Burges sent Saunders and Holiday to
Italy in 1 867 to study church decoration. They stopped at the Paris
International Exhibition on their way and spent five days studying the stained
glass at Chartres Cathedral.Though they spent several months touring Italy,
their proposed association never materialised. "Holiday and Saunders
dissolved" wrote Burges in 1867.^^ Italy had a profound effect on Holiday's
outlook, which was ultimately veering towards classicism which Burges could
never embrace.
Is this a Saunders / Holiday window? In his survey of Cork glass, already
alluded to, David Eawrcnce maintains it is one of only a handful of works
resulting from their brief collaboration and is therefore of the "utmost historical
importance."^2 Mordaunt-Crook, in his Burges biography "presumes" it to be a
Holiday and Saunders window.However, after further research, Eawrence
now believes the window not to be by Saunders and Co. but would attribute it
instead to Eavers and Barraud.^^ Holiday worked primarily with three different
glass firms in the 186()'s. In December 1862 he began work with James Powell
and Sons, replacing Edward Burne-Jones who had begun working with
Vestry Minute Book, (1863) op.cit.
Harrison, op.cit. p.46.
Burges, Extract from diaries (1867), op. cit.
Lawrence, op.cit. p.2()8.
Mordaunt Crook, op.cit p.208.
Correspondence with David Lawrence, 6th Dec. 1997.
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William Morris and Co. He continued to work for Powells until 1891. Burges
commissioned Holiday to produce designs for seven windows as part of the
redecoration of Worcester College Chapel, Oxford, in 1864, having offered the
commission initially to Millais. Millais' designs were rejected by Burges and so
the contract was offered to Holiday. The windows were made by Lavers and
Barraud and were Holiday's first major success. He continued to make a limited
number of designs for this firm over the next few years.In 1865, Holiday
was commissioned by the architect Arthur W. Blomfield to design two circular
windows for St. Lawrence's church, London. These were executed by
Blomfield's regular firm of Heaton Butler and Bayne. Unfortunately these
windows were destroyed by bombing in the Second World War. This
commission marked the beginning of Holiday's association with this firm,
which lasted for over fifteen years.
So which firm is responsible for the window in Carrigrohanc? It is
undoubtedly designed by Holiday. In the three female figures, while executed
in rich Pre-Raphaelite vein, particularly in the treatment of the heads, one can
see clearly Holiday's strongly classical style emerging. The figures are clad in
Hellenistic draperies of white and gold, olive, purple, red and blue (fig.92). The
silver-staining on the white cloaks of Temperance and Justice are reminiscent
of two windows by Heaton Butler and Bayne in Templebreedy and there is a
similar treatment to be found in two small lights in Frankfield attributed to
Lavers and Barraud in 1897.Therefore it is likely to be either of these two
firms. It is very difficult to find any reference to a Burges / Saunders influence
in this window. If it is to be found, it is possibly in the mixed tints of the

■■ Harrison, op.cit. p.45.
ibid
Lawrence Report, 1992 op.cit. p.82.
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backgrounds similar to the backgrounds at Tcmplebreedy and Frankfield. Also,
the lettering surrounding the figures could be likened to the lettering found at
Frankfield. We know Burges liked to maintain strict control over every stage,
from the design of the eartoon to the manufacture of the window, so it is
doubtful he was "looking over the shoulder" of Holiday in this instance.
Holiday's reputation was growing and he was gaining confidence as an artist in
his own right. At this stage he was beginning to shed his Pre-Raphaelite
influences and to embrace a more elassically influenced style. This window
eoLild be said to be part of that transition period. Holiday can be seen as
possessing an independent artistic view unwilling to bend to the whim of an
architect, even one of Burges' standing.

St. Luke's, Douglas Cork

About half a mile from Holy Trinity church in Frankfield, is the ehurch of St.
Luke's, Douglas. On 1st January 1873, Douglas was separated from Carrigaline
and given its own parish. The present church was designed by Osborne C.
Edwards at a cost of £3,000 and was consecrated on 27th of August 1875.^^
The church contains various stained glass windows of varying styles, including
one by Catherine O' Brien of the Dublin An Tur Gloine studio in 1949. Similar
to Frankfield, three Burges windows were discovered in 1992 during David
Lawrence's survey.
Situated in the North transept are two fine windows by Burges. Similar in
scale to the west windows in Templebreedy, their design is comparable to
Burges' windows in the nave at St. Finbarre's Cathedral and to both schemes of
Webster, op.eit p.344.
Lawrence Report, 1992 op.eit. p.52.
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glass in Yorkshire, Studlcy Royal and Skelton Abbey. The eentral panel
eontains the narrative while the top and bottom panels eontain grisaille glass.
On the east side of the north transept we find the five Wise Virgins (fig.93)
while direetly opposite are the five Foolish Virgins (fig.94). Burges used this
image in the seulpture on the western front of St. Finbarre's Cathedral. On
either side of the eentral portal stand the beautifully earved figures of the Wise
and Foolish Virgins earrying similar types of lamps that are found in these
windows in St. Luke's. The demeanour of the Foolish Virgins eonveys their
grief, heads lowered, faees downeast, while the Wise Virgins smile knowingly.
These two windows are among Burges' finest and were made around 1876,
when the glass for St. Finbarre's was being executed. I believe these are
undoubtedly Burges' designs, though were probably cartooned by Weekes
rather than Lonsdale because Weekes' work appears more fluid and less
restrained than Lonsdale's as we have seen in the apse of St. Finbarre's
previously.
fhe treatment of the greenery underfoot can be found in several other Burges
windows, for example the 'Sacrifice of Isaac' window in the nave of St. Mary's,
Studlcy Royal, or 'Joseph sold into slavery' in the nave of St. Finbarre's. Similar
white opalescent glass is used in the backgrounds of the two Douglas windows
as in the 'Marriage at Cana' window in the nave of St. Mary's, or in the three
central windows in the apse of St. Finbarre's Cathedral. The grisaille patterning
echoes that of the west windows in Templebrcedy as well as the windows in
the chancel of that church. This use of grisaille glass is used frequently by
Burges and can be found in the windows in the naves of St.FinbaiTe's, St.
Mary's and Skelton Abbey. Unfortunately, much of the detailed paint work has
faded from the faces of the figures. This may be due to the use of borax in the
pigment which was applied to the glass and then fired into it, as previously

discussed, or perhaps the right temperature wasn't achieved when firing the
glass. The windows were made by Saunders and Co. and presumably painted
by William Worrall. Nevertheless, though some detail is lost, particularly in the
'Foolish Virgins' panel, these are fine examples of Burges' windows.
On the northern side of the nave we find an unusual window by Burges
(fig.95). The narratives are contained within two large roundels, while the
remainder of the window is filled with grisaille patterning similar to that
previously described The uppermost roundel tells the parable of the Good
Samaritan while the lower panel depicts the parable of the Ten Talents. Both of
these parables come from St. Luke's Gospel and were presumably chosen to
make reference to the name of the church.
'The Good Samaritan' is in typical Burges style (fig.96), with white glass in
the background highlighting the figures in the foreground and the limp body of
the injured victim also clad in white. The colourful foliage beneath him and the
strong reds and blues of the Good Samaritan's clothing highlight the victim's
helplessness. In the story of the Ten Talents (fig.97) we see the master telling
his servants to go forth with their talents. This is a beautifully composed scene,
where the rieh olive greens and the turquoise blues in the background offset the
fiery reds in the overhead canopy. On the right hand side of the panel Burges
has inserted a painted scene of a eity which includes a dome-shaped building
similar to his design for the Bombay School of Art, India in 1866. Also
included in this tiny scene is a prominent round tower. As discussed earlier in
this chapter, Burges had a passion for round towers. He had included one in the
design for his chureh in Crosshaven, at Castle Coch, Wales and in fact he was
so fond of round towers, he attached one to his Tower House in Kensington,
built between 1875 - 1881, at the same time that this window was executed.

This window is unique in its design, unlike any previous windows we have
looked at. It is perhaps for this reason that Dr. Lawrence now "sees no reason
to assume a Burges connection at Douglas.However, by looking at
examples of other work undertaken by Burges in Cork with his use of similar
background colouring and repeated grisaille patterning, a conclusion may be
drawn that these are in fact Burges windows.
In the end, it becomes unimportant who was responsible for the cartooning
or design. During the Victorian period, at least four people could be involved in
tbc process of designing and manufacturing a window:- the architect, artist,
glass-manufacturer and glass painter. Nevertheless it is clear from looking at
Burges' other stained glass work carried out at this time in both his churches in
Yorkshire and at St. Finbarre's Cathedral in Cork, and examining the content of
his window s, it is possible to attribute Burges' involvement if not his direct
hand in the overall concept here.

Though not within the focus of this research it is important to mention the
other work by Burges in Ireland in order to get an overall impression of his

Correspondence with I). Lawrence op.cit.
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extensive output available to us in this eountry. One stained glass eommission
arose direetly from his involvement in Cork. Robert Gregg mamed the
daughter of John Hugh Bainbridge in 1863. Bainbridge was a member of the
Building Committee and a friend of Burges. It is probably this friendship that
led to Burges winning the eompetition for St.Finbarre's Cathedral. Gregg went
on to beeome the first Dean of Cork appointed after the Disestablishment of the
Irish Chureh. In 1875 he was eleeted Bishop of Ossory where he was
conseerated in St. Caniee's Cathedral, Kilkenny. Bainbridge was drowned at
sea on lOth .lune 1877.^^^ In a letter to Riehard Caulfield, Burges wrote,
"Am I to gather from your note that Mr. Bainbridge is dead? You
mentioned "his sad fate", now you tell me that eireumstanees prayed
upon his mind. If he is dead I am exeeedingly sorry to hear the news,
as he was always more than kind to me."^^2
It was never established whether Bainbridge took his own life or not,
nonetheless Burges produeed a two-light window as a fitting memorial to an
old friend. The window is situated at the West end of the North aisle of the
ehureh. It eontains the narratives 'Consider the lilies of the field' and 'Peaee, be
still' w ithin the two lights. It was eartooned by Lonsdale and manufaetured by
Saunders at a eost of £47 3s.6d. and "follows the dark-hued reduetive
patterning of that eombinations work at Cork.
Yet another eommission was awarded to Burges springing indireetly from
Cork. In 1877 Burges designed a new west front to the parish ehureh at
Bunelody, Co. Wexford, ineluding an arehed doorway, a rose window and two
laneets. The windows were eartooned by Lonsdale and made by Saunders at a
Caulfield Letter Book, (1877), op.cit.
ibid.
Mordaunt Crook, op.cit. p.386.
Mordaunt Crook, op.cit. p.209.

13

cost of £105 3s Od. for the rose window and £22 19s. 5d. for the two lancets.^d'he rose window illustrates the narrative 'The Good Samaritan' previously used
in St. Luke's Douglas, Cork, while the two lancets illustrate the texts:
'God be merciful to me a sinner,' 'A sower went forth to sow his seed and I
have found the piece which 1 had lost,' '1 have found my sheep which was lost.'
According to Mordaunt Crook, "The windows have the usual clarity of outline
and tonal scale similar to windows at Cork."^^^^

Conclusion

Mordaunt Crook, op.cit. p386.
Mordaunt Crook, op.cit. p2{)9.
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CONCLUSION

There has been a tendeney to downgrade mueh Victorian stained glass and to
a certain extent there was very good reason for this. It is only through the
researches of Martin Harrison and Dr. David Lawrence that Victorian stained
glass is finally getting the recognition it deserves. The best known stained glass
artist in the mid-nineteenth century was William Morris but as stated in the first
chapter, his work broke away, very early on, from the strong medieval ideals
that were the mainstay of the Gothic Revival movement. The only architect /
designer who remained utterly faithful to the Gothic Revival was William
Burges. 1 therefore believe Burges' work deserves to be re-assessed and given a
higher profile than it has been accorded previously. It should be placed at the
forefront of any appraisal of Victorian stained glass.
The stained glass by William Burges in Cork should be placed at the very
pinnacle of achievement of Gothic Revival stained glass. It is of the utmost
importance, first because of the technical treatments employed by Burges
which were highly innovative for that time, such as his use of umber pigment
for painting on glass rather than black, his unique use of ruby red to achieve
tlcsh tones, but most notably his use of streaky glass in the backgrounds of his
panels. A particularly fine example of this can be found in the East sanctuary
window' at Templebreedy where the grey-greenish tinges of the white
opalescent glass cause the figures of Kings' David, Solomon and Boaz in the
Jesse Tree to stand out so that they dominate the scene. Secondly, Burges'
adaptation of medieval iconography was carefully distilled to answer its
nineteenth century settings, but remained faithful to its origins. For example in
the nave of St. Finbarre's Burges contains his narratives within single panels
rather than having several narratives operating in the one panel. Burges was the
most successful architect / designer when it came to reproducing the medieval
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while he also managed to include other sources such as Eastern influences
absorbed during his travels.
The East sanctuary window in Frankfield is the most attractive of his work in
stained glass in Cork, in my opinion. The figures, elongated in the narrow
settings, glow and shimmer. Burges' use of rich colour, deep pinks and purples,
burning reds and sombre greens is exquisite in these three lights causing the
thin panels to radiate light, while the delicate line drawing owes much to the
various illuminated manuscripts studied by Burges.
The three windows in St. Euke's, Douglas arc a remarkable discovery. The
two windows representing The Wise and Foolish Virgins are on a par with the
glass produced by Burges for Studley Royal and Skelton Abbey and deserve to
be regarded in the same critical manner as some of the best stained glass
produced in the 187()'s. Similarly, the two roundels containing the parables of
the Good Samaritan and the Ten Talents found in the window in the nave are
significant because of their design. The only other examples of roundels found
in Burges' work in Ireland are in the north and south transepts high above the
rose window in St. Finbarre's Cathedral and in the chancel of Templebreedy,
Crosshaven. However, the roundels used in the window in Douglas are larger
in scale than his other roundels previously mentioned which make this window
unique. Thus we have in Cork fine examples of Burges' diverse approach to the
design of stained glass. Another example of Burges' diversity is in the Jesse
Tree found in the East Sanctuary at Templebreedy where he splits the image
into three separate lights. Though found in French medieval stained glass this
representation was a new development for Burges.
Undoubtedly, Burges' stained glass in Cork deserves special attention
because of its originality. As discussed above his approach to the design of
stained glass was unique. Technically he insisted on total control guiding his
6

staincr-glazicr through the process of etching, painting and staining, choosing
only the most suitable glass required which for him had to echo the medieval
stained glass windows seen on his travels in France. His arcane iconography at
times transcends its medieval sources, through his unique adaptation of various
themes and narratives which he makes his own. The colours, hot and rich, bum
with an intensity only seen in medieval glass, while the drawing, bold and
innovative, is in typical Pre-Raphaelite manner. These highly successful
windows in Cork are among Burges' best work and thus deserve critical
appreciation. 67
A church is meant to be a place where the faithful may dispel doubt. For
those faithful to beauty, St. Finbarre's is undoubtedly the most beautiful edifice
in Cork and the greatest ecclesiastical achievement of Burges' career.
It was the first cathedral to be built in the British Isles since St. Paul's
Cathedral in London,and was therefore of considerable interest, both in
England and in Ireland. But how does it sit in its Irish setting? Its success is
such that this cathedral could be placed in any country in Northern Europe and
it would not look out of place. Its character is set in Early French architecture
with distillations of other continental influences. Burges' close friend and
brother-in-law R. P. Pullan wrote, after his death, in a paper read before the
Royal Institute of British Architects;
"Altogether the cathedral is a unique example of a building carried
out to its most minute details in one style - the French of the
thirteenth century. Fortunately Burges' talent was appreciated
thoroughly at Cork and the Bishop, Dean and the Committee
enabled him to exhibit to the fullest his power of design. The result
Manison, op. cit. p.55.
M. Crook, op.cit. p.l95.
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is a building in which there is more unity of design than in any
other of similar character in the United Kingdom.
It is impressive to say the least that, first, the Church of Ireland community
in Cork was able to engage Burges to build his dream cathedral and, secondly,
to raise the incredible sums of money to fund the building: in the end, the
cathedral had cost over £100.000 when it was completed in 1904.^^
It is interesting to surmise if St. Finbarre's Cathedral would be in existence
today if Burges' design for Lille Cathedral in France had been carried out. It
was a series of unrealised and unexecuted projects that led to Burges entering
the competition for St. Finbarre's. This proved to be Cork's gain and the loss of
Lille, Brisbane and Constantinople. If St. Finbarre's hadn't been built, none of
the other commissions in Ireland resulting from it would have been executed
either.
I believe Burges wouldn't have had much interest in designing a Cathedral in
C'ork where costs were originally planned not to exceed £15,000. With Lille
Cathedral the cost was to be £120,000 and thus a perfect vehicle for far
grander, more lavish decoration. When the Cork competition came up, Burges
was more than ready. With nearly twenty years experience behind him, he was
more than ready to produce a magnificent cathedral. It was because he had not
yet realised his great masterpiece which he had been fine-tuning for nearly
fifteen years, that Cork was so attractive to him.
As we draw near the end of this century, it is fitting to see a new drive by the
Church of Ireland community in Cork to renovate and refurbish the Cathedral
of St. Finbarre. It is a mammoth task. Already some of the work has been
completed. The interior stone-work has been cleaned, timbers in the roof of the
R. S. I^illan, Translations of the R.l.B.A. (1881 -82 session) p. 18^
C'aulfield, (Hand Book) op.eit. p.7.

nave have been replaeed (when the original timbers were put in place they were
left exposed to the elements due to lack of funds to complete the job), and new
slates have replaced the old ones. Many of the stained glass windows are in
need of repair, with leads needing to be replaced and broken pieces carefully
copied and replaced.
The Building Committee of 1999 are looking to raise five million pounds to
spend on the improvement of the cathedral and have set up various sponsorship
schemes. It is intended to build an interpretative centre beneath the entrance at
the West front, where Burges had originally intended to build a Gothic Parvise
situated underground. It will tell the story of the founding of Cork, its historical
origins and it will house all of the documentation presently being stored in the
Chapter Mouse of the cathedral, from the letters written by Burges to Richard
C'aulfield, secretary to the Building Committee, to the full size cartoons drawn
by Burges, Lonsdale and Weekes. So the dream, the vision of this strange
genius will live on into the next millennium to be studied and appreciated by
many.
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